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“IN THE TIME betw 
fit into this?" And then we realized that we didn't fit into itat all, 
Kirk Hammett, Guitar World, July 796 

Kirk Hammett is right, Metallica have never really fit in with or conformed to popular music 
trends. In the Eighties, they came out of nowhere—dominating the underground heavy metal scene 
and selling records without the support of radio or MTV. As the Nineties rolled around, just as they 
were starting to gain some mainstream popularity, grunge and alternative music changed everything. 
Everything, that is, except the success of Metallica. 

Now, at a time when most Eighties metal bands have either called it quits or have been reduced to 
playing clubs, Metallica has two albums on Bil/board’s Top 200. and three more on the Top Pop 
Catalog Albums chart. 

What makes Metallica's music so special, timeless and immune to the changing musical climate? 
In this issue of Guitar Legends, readers will find a collection of interviews and lessons Guitar World 
has conducted with Metallica over the years that will answer that question. In addition to these up- 
close interviews and exclusive private lessons, we've included a history of the band, the inside story 
of the death of original bassist Clif? Burton (both written by band authority K.J. Doughton), a con- 
versation between James Hetfield and one of his metal heroes, Black Sabbath’s Tony Iommi, a 
reunion of Kirk Hammett and his former guitar teacher Joe Satriani, and lots more. All of this adds 


up to a complete retrospective — from the Dave Mustaine days right up to Load and Lollapalooza. 


en albums, we watched all this shit fly by and wondered, ‘How does Metallica 
ever have, and never really will."— 


MANY OF THE photographs in this issue are from the book Metallica: The Photographs of Ross 
Halfin (2.13.61 Books, PO, Box 1910. Los Angeles. CA 90078), Halfin was the band's tour pho- 
tographer for nearly a decade, chronicling their rise from underground metal sensations to world 
giants, and the book is an excellent visual documentary of the group on and off stage. Special thanks 
to Ross Halfin and 2.13.61 Books for helping us make the visuals in this issue as exciting and 
intimate as the interviews, 


—Jeff Colchamiro 
Editor-in-Chief 
Guitar Legends 
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Throughout Metallica’s perfor- 
mance, objects rained in from the 
crowd: shoes, hats, plastic spritzer bot- 
ues, shirts. At one point, drummer 
Lars Ulrich leaned over his drum riser 
atthe rear of the stage and made a one- 
handed catch of a thong sandal head- 
ing his way. He held it up like a trophy, 

grinned devilishly and gave a thumbs-up 
sign before throwing it back. 

As the band played on, the frenzy of the audience shifted 
into overdrive, and soon the plastic chairs used for seating on 
the arena’s floor were being passed over heads toward the 
stage, Pieces of the chairs came flying in with the shoes and 
hats until finally a whole chair was thrown, nearly hitting 
singer James Hetfield. At that moment, the PA system conve- 
niently gave out and the band quickly retired to the backstage 
area while efforts were made to defuse the near-riot mood. 
After the band left the stage, thousands streamed out of 
the stadium, many stopping to buy cighteen-dollar Metallica 
t-shirts from the concession stands. And although it was still 
carly—Dokken, the Scorpions and Van Halen were still to 
come—some of the fans didn't bother to stick around. 
“Metallica is why I came,” said one 20-year-old Long 
Beacher. “I don’t even know if I'm going to go back in. They 
kicked ass! They don’t have copped-out attitudes. Their 
music is so perfect, and they're not a bunch of assholes. 
They've mastered what they do. They're speed metal, but 
they have melodic things in there too, which you don’t see 
from a lot of speed metal bands. Usually it's just straight-out 
thrash. There's nobody to compare Kirk [Hammett] to— 
‘cept maybe Randy Rhoads.” 

If you had to pick someone to inherit the mantle of fallen 
metal legend Randy Rhoads, you couldn't find a more 
unlikely candidate than 25-year-old Kirk Hammett, But then, 
there’s little about Metallica that fits neatly preconceived 
notions. Although Metallica is one of the leading proponents 
of speed metal, the band has distinguished itself from its 
peers with complex song structures, issue-oriented lyrics, 
long songs that defy handy radio formatting and an appreci- 
ation for melody even within the over-amped environment of 
metal, a genre not known for subtlety. With their reliance 
upon word-of-mouth popularity and a casual, down-to-earth 
style, the band has become a true grass roots phenomenon. 
Based on the wild enthusiasm evident at the Monsters shows, 
critics are already predicting that the band’s next album, 
‚And Justice For All, will hit Number One. 

The key, says Hammett, is originality. “We've gotten as 
faras we have "cause we offer something different.” he says. 
like Motörhead and Diamond Head 
his before us; we were just at the right place at the 
right time. There are a lot of thrash-metal bands that 
wouldn't even think of doing a ballad. We've had a ballad on 
every album since Ride the Lightning. We're not afraid to try 
different things, like slowing down arrangements or not 
screaming all the time or singing real melodies. Even on the 
leads I play, I try to be as different as possible. Everyone now 
is trying to do this Yngwie thing—playing at ten thousand 
miles an hour—and everyone does it better than I do, so I 
don't even bother.” 

In a hotel room the day after the L.A. Coliseum show, 
Hammett sits back on the sofa and props his legs up on a cof- 
fee table. With his hair pulled back, his glasses on and a soft 
whisper of a mustache, he looks much younger than his 
actual age, 25. Somewhat shy and self-effacing, Hammett 
offstage doesn't come across like one might expect one of 
speed metal’ leading lights to, While his performance at the 
Monsters show the day before was red-hot, with arpeggios 
and three-octave scales ripped off with casual aplomb, in 
person he seems guilelessly insecure, readily acknowledging 
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Bevouknow umpieen BILLION scales, 
it DESNA MEAN you have to USE EAD in a $010. 


his ongoing struggle to blend technical expertise with the band’s he 
jerky tempos and convoluted song structure. There’s no posturing, no 
canned answers, no self-aggrandizement. In fact, one of the first thing 
that the spotlight on him should be broadened to include rhythm gi 
tarist James Hetfield. 
ammett started playing guitar 10 years ago, a 

Francisco Bay-arca town of El Sobrante. Like fledgling play 
ing to find the right combination of components that would 
piece-of-shit Montgomery Ward's 


s everywhere, 
he spent years t 
give him the perfect sound, His first ri 
catalog electric guitar and a cardboard shoc-box amp with a four-inch speak- 
er,” was abandoned after a few weeks. He borrowed a neighbor's Stella, 
played it for a few years and then got his first real guitar, a 1978 Strat. 
“I could never get a full sound out of it,” he recalls, “mostly 
aying through shit amps. I did a lot of experimenting with it, putting 
in different pickups. | tried DiMarzios, Bill Lawrence humbuckers and 
me others. I never knew that full sound I heard on records was coming 
through beefed-up Marshalls, Later, I managed to get hold of a Randall 
bass amp, but | still wasn't successful. Then | got a Sunn amp with C-MOS 
technology and solid-state distortion, and that was it— finally had that 
o n, distorted sound. 1 traded in my Strat, and for 200 dollars mo 
T got a '74 Gibson Flying V. I had just discovered Michael Schenker and 
thought he was great.” 


use I 


was 
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With his Flying V (which he still frequently uses on record) and Sunn 
amp, Hammett started playing in bands, only to face a new problem. The 
sound became 100 distorted. After a stint at Burger King, he earned enough 

and finally found the right mix. 
join just before the band was getting ready to 
Em All. “T played my first gig with them a weck 
and actually, they never told me I was in the band; 
he laughs. “After we were in the studio making the album. I figured T was in. 

Around the same time, Hammett met up with the person who would dras- 
tically alter his approach to the guitar: Berkcley guitar teacher Joe Satriani, 

“In 1982 and 1983, the heavy metal scene in San Francisco was really 
healthy and fruitful. There were a lot of bands and a Jot of competition 

tween guitar players. I found out then that there were two types of [metal] 
guitar players: your basic Eddie Van Halen clone and your stylized heavy 
metal player, I didn’t want to become a Van Halen clone—at all. And there 

s this one guitar player [on the club circuit] wi 1 really liked. He 
was doing arpeggios and three-octave solos, so | him where he 
learned his stuff. He told me about Joe, so 1 called him and started taking 
lessons from him. I took about twenty lessons over five years. 

For the first time, Hammett w: 

se certain 
worked and why othe 


bringing him stuff to show me and we just concentrated on theory. We 
studied chord chemistry, modes, how to build scales off of different 
degrees and chord progressions. [The results of the lessons] became real- 
ly apparent in 1984 and 1985. That was when my whole style really 
changed. He showed me how to harmonize with the band. And I’ve been 
applying what [ learned from Joe over the last four years. After a while, the 
band couldn't tell what was influenced by Joe and what wasn’t.” 

Satriani isn’t the only guitarist Hammett cites as inspirational; Jimi 
Hendrix, Ulrich Roth and Michael Schenker all are on his list of influ- 
ences. In fact, he says, he admires just about anybody who plays “a really 
good guitar solo: 

And what's that? 

“Something thats melodic, intense, aggressive and has hooks in it,” he 
says. “Someone like George Lynch. He has a really bluesy feel in the mid- 
dle of all these pyrotechnics. He'll do these wild hammer-ons and sweep 
arpeggios and then go into something really melodic that harmonizes. Gary 
Moore can also be really melodic and intense at the same time. And Steve 
Vai. He has a huge sense of humor in his playing, like he’s cracking jokes 
with his guitar. And Joe—he has a lot of melody and he’s really catchy and 
dynamic. That's so important, It's like the old saying of trying to tell a story 
with your guitar. It's a cliché, but it’s true” 

Even after his years of study with Satriani, Hammett admits that he's still 
not totally confident with his technique. When he’s off the road, he plays con- 
stanily immediately after waking up, during the afternoon, watching TV at 
night—and captures anything he likes on a Fostex four-track. 


getting ready for the Monsters of Rock 
tour, and rather than enjoying his usual 
relaxed schedule to polish his solos, 
Hammett found himself working long 
hours trying to make things work. 
“From a technical point of view, this 
album was a nightmare,” he grimaces. 
“There were so many tempo changes. 
James would come up with a rhythm. 
background, and the only scale that 
would fit would be a minor pentatonic 
scale with a flatted fifth. Trying to be 
melodic in an altered scale like that was 
a nightmare. In ‘Blackened,’ there are 
four different tempo and rhythm back- 
ground changes, and for me to make it 
smooth all the way through was really 
challenging. To this day, I don’t think 1 
did it successfully. People tell me differ- 
ently, but in my head I know otherwise. 
"There's something about being in 
the studio, in the heat of the moment 
when the red light goes on, that just 
makes you want to change things 
around,” he continues. “After playing to 


chromatic exercises—although | have 
trouble memorizing scales;" he admits. 
“Especially three-octave modes. They're 
the hardest to memorize when you play 
them in cycles of fourths. Before we go 
on stage, l'll go through my modes in 
cycles of fourths and jam on parts of 
songs, trying tocome up with something 
new. I practice scales every day—at least 
until I feel warmed up.” 

No amount of warming up eased the 
pressure the band felt going in to record 
their latest release. During the ... And 
Justice For All sessions, Metallica was 


EATSHIRTS, JEA 
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AS THE LEAD guitarist in metaldom's hottest band of the moment, 
Hammett hes a surprisingly small number of axes in his quiver. Only 
recently has he gotten interested in expanding his collection, replacing 

mania for antique toys. He now has 10 guitars, including a black 
Jackson Randy Rhoads Custom, a neck-through-body ESP no-name cus- 
‘tom (with EMG pickups, two master volume controls and a Floyd Rose 
vibrato system), two Fernandes Strats, a Fernandes Flying V, his ori 
nal Gibson Flying V, a Fender Stratocaster, a Les Paul Standard and two 
Tom Anderson guitars he recently acquired. 

“Tom Andersons are really light guitars, but they sound really heavy,” 
Hammett says. “One has a Tom Anderson pickup that sounds incredibly 
tight. That's what I'm after—a tubey sound, something that breaks up 
but still sounds tight.” On his wish list now are a nice acoustic, an old 
Les Paul, an old Les Paul Junior, an old Strat and a dobro. 

His stage effects set-up is MIDI-based, with a Mesa/Boogie Quad 
preamp, an Aphex parametric EQ, an 88A MIDI EQ with pre-set set- 
tings, a Yamaha SPX-90 for echo, chorusing and pitch-transposing, an 
Ibanez Tube Screamer and a Crybaby wah pedal. In the past he's relied 
mainly on the Mesa/Boogie Simudas (which he calls “the amp head of 
all time), and will continue to use it as soon as he gets a MIDI-com- 
patible connection. us. 


Hammett always begins these workouts with exercises. 


rehearsal tapes for three months where 
it’s slightly out-of-tempo and the 
recording isn't the best, suddenly 
you're in there hearing perfect drum tracks, perfect guitar tracks —every- 
thing is picture-perfect—it really bothers me. T did all my leads for the 
album in seven days because I had to. The Monsters tour was coming up. 
When you do stuff that quickly, you settle for something, and when you go 
back and listen to it you may discover it’s not happening. Things sound 
forced. 1 was working 16 hours a day doing solos, and when you work that 
long you start to lose your perspective. Your car goes down the drain” 

There was one aspect to the Justice recording that was not a nightmare 
for Hammett: getting the tone he wanted from his guitar. Unlike the Master 
of Puppets session, when he spent three days in the studio trying to get the 
right sound, this time the tone came a little easier. 

“I knew what I wanted,” he says. "During Master 1 wasn’t 100 percent 
sure. There's nothing more discouraging than working on something for 
eight hours and at the end of the session knowing it's crap. | think the guitar 
tones on this album are some of the better lead tones I’ve gotten. The rhythm. 
sound that James got is amazing. We didn’t have time to do anything super- 
weird, which I wanted to do. I wanted to experiment a lot more.” 

The Justice recording sharply contrasts The $5.98 EP/Garage Days Re- 
revisited, the band's 1987 five-song compilation of British heavy metal and 
punk covers. The EP was released following a pair of nearly devastating, 
incidents: the death of original bassist Cliff Burton in a bus accident in 
Sweden, and a skateboarding injury that left Hetfield with a broken arm. 
The imposed hiatus found the band going back to their roots in a convert- 
ed garage in Oakland, jamming on old Misfits and Diamond Head songs. 
The EP was recorded in six days with little concern for mistakes, bad notes 
or feedback, It's certainly not one of the best-recorded metal albums, but it 
is immediately seductive for its charm and youthful naiveté. It feels like an 
extension of one of the band’ off-time country jams when they get togeth- 
er with their friends in the Bay area, retreat to a ranch outside the city and 
play wild garage tribal thrash long into the night. 

Comparing Garage Days to ...And Justice For All is like watching a 
time-lapsed film of a plant emerging from a seed. There's maturity, 
sophistication and a sense of direction present in songs like “Blackened.” 
“One” and ““Dyer’s Eve" that should propel Metallica out of their cult 
statues into genuine hard-rock mainstream popularity, Despite speed 
metal’s teenage aura, Metallica is clearly not just for the angst-and-acne 
set, The attitude that emerges [rom their lyrics, personal style and musi- 
cal technique shows that this is a band that refuses to play down—either 
to themselves or their audience. 

“I’m not into that whole Satanic thing,” says Hammett, obviously 
rassed by the blood, guts and Satanic symbols employed by som 
bands. “It’s something to fall back on if you don't have mu: 
Singing your fiftieth song about having lunch with 


arpeggios, 


e - 
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"WE'VE BEEN IN the studio so long, a war has come and gone, 
and we're still stuck in here!” A heavy weariness, quite evident 
behind James Hetfield’s steely gaze, underscores the intense pres- 
sure that has been Metallica’s constant companion over the past 
few months as they’ve labored to record Metallica, their first 
album in more than three years, and fifth overall. “It’s pretty amaz- 
ing when you think about it,” offers Hetfield with a strained smile. 

Here within the comfortable confines of One on One Studios in 
North Hollywood, it’s down to the eleventh hour for the world’s 
greatest metal band. Working exhaustively around the clock with 
producer Bob Rock, Hetfield and Kirk Hammett take turns spit- 
polishing a guitar solo here, roughing outa vocal there. While this 
modem recording facility is outfitted with pool tables, weights, a 
well-stocked kitchen, dart boards, big screen TV's, exercise 
machines and just about any creature-comfort a healthy (or other- 
wise) rock group could ever want, it has been a veritable Devil's 
Island for Metallica. 

“We've seen four other bands come through and do their 
albums.” growls Hetfield. “And some of those guys have already 
gone on tour!” 

Outside, a small group of roving Metallica fans, hoping to 
catch a glimpse of James or Kirk entering (but never, scemingly, 
leaving) the white, windowless stucco building, maintains a tire- 
less vigil. shuffling up and down the 5200 block of Lankershim 
Boulevard. Their nervous, darting eyes and untucked Metallica 
shirts have some local business proprietors double-checking their 
wares and wallets. 

“This has been going on since last October, once them kids 


his otherwise Top 40-oriented career, “People will be saying Bob made 
Metallica sound like Bon Jovi” remarks James. “They don’t realize that no one 
screws with us, except us. Bob fit right into the program and the direction we 
were going. 
Certainly, Rock's commercially successful background has raised more than 
a few eyebrows among Metallica many supporters. The notion of Hetfield and 
company opting for the producer's trademark approach—crisp, clear guitars 
and radio-friendly hooks—is enough to severely traumatize fans who drink in 
sledgehammer chords like they're mothers milk 
We're not really out to justify what we're doing,” says James defensively. 


found out this heavy metal band was next door.” a leathery- 
looking taco vendor a block away. “They don't scare me none, 
though.” As if on cue, a few scruffy fans wander in and order some burritos, heavy on 
the grease. 

Inside the studio, Bob Rock is screaming. His voice penetrates the bank-vault thick- 
ness of the studio doors, almost reaching the street outside. The producer is at the hair- 
pulling stage after spending the past five-and-a-half hours trying to correcta single, rene- 
gade guitar note that, to his million-dollar cars, is a microscopic tone out of whack. “He's 
not having a good day,” Kirk suggests with a sheepish grin. The guitarist is repeatedly 
called in to try to punch in a note that will allow the visibly stressed Canadian producer 
to finally wrap up the tedious session. Kirk excuses himself, runs into the studio’s main 
room, shoulders a black ESP and effortlessly runs through the solo for the twentieth time, 
“I think I got it!” he says. 

It’s no small wonder that Bob Rock—the careerrescuing hit-maker for artists like 
Mötley Crüe, Aerosmith, the Cult and Bon Jovi—is concerned with something as seem- 
ingly trivial as a single guitar note, Taking on the Metallica project was a critical step in 
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“We don't give a shit. This is what we want and this is how itis. Bob just helped. 


us get what we want.” 
What they wanted for Metallica, and what they got, 
were guitars that ring more sharply than ever, leaving a 
clean trail of resonating destruction. Where... And Justice 
For All was weak and flat-sounding in the bass and drum 
mix, the new album bursts with a deep snare crack and a 
bass thick and heavy enough to set cement with, The 
band's whiplash tempo changes and complicated 
arrangements have been revamped into a lethal and 
immensely heavy, groove-laden sound and album that 
should give thrash a sharp kick in its sluggish ass, 
1" Rock's screams are getting louder. 
s Hammett, jumping up like a dag about 
to be punished for knocking over the garbage can. "Got 
to go” 
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| How JASON NEWSTED, 

with help from producer 
Bob Rock, changed his 

approach to bass playing 


on Metallica. 


by Jeff Gilbert 


OKAY, HOLD UP a copy of 
Examine the back cover photo. Look at the 
expression on Jason Newsted's face. Talk about 
pain. Angst, maybe. Was Jason’s stomach a bit 

| sour? Was his bass strung a little tight? Nope. 
Newsted, no doubt, was in agony because his 
bass cannot be heard on Justice. Oh, he played 
on the hit album; it says so right on the sleeve. 
So what happened? 

"E explain how much grief I dealt with— 
and still deal with—over that record,” moans 
Newsted during a short break from filming the 
video for "Sad But True,” the first single off of 
Metallica. “| used to always duplicate guitar 
parts on the bass, That's what I did in [my pre- 
vious band] Flotsam & Jetsam. | always knew it 
was just a matter of bringing it to realization— 
playing an actual bass part.” 

Under producer Bob Rock's careful guidance, 
Metallica's unhappiest member re-thought his 
approach to playing bass. "I'm very proud of 
how much it came back around,” Newsted says. 

think the bass sound on the new album is def- 
initely much weightier than it’s been.” 

GUITAR WORLD: Metallica is a lot heavier 
f its predecessors, The bass has 
made a comeback. 
JASON NEWSTED: I'd like to think so. [laughs] 
Bob Rock spent a lot of time figuring out what 
bass frequencies were going to work with the 
guitars. They cover so much space, we had to 
find some room for the bass to fit in and still 
allow the kick drum to break through. It took 
some time. 
‘GW: Which of your basses did you use most on 
the album? 
.. NEWSTED: A Spectre, which worked out great. 
GW: Did you use your Alembics at all? 
NEWSTED: Yeah. | tried out about 25 different 
basses. I went through P-basses, old Thunder- 
birds, new Thunderbirds, Paul Reed S 
name it. But the Spectre was the one, 
"GWE Did you experiment with different pickups? 
NEWSTED: Not really; we had a nice selection 
of pickup configurations. But we did try differ- 
entstrings and different amps. ended up using 
a combination of three or four different amps. | 
used 18-inch SVRs for the low end, a Marshall 
guitar cabinet with a Trace Elliot for a mid/high 
dickey thing. and an old Ampeg SVT head and 
cabinet for the meat of the sound. 
GW: You wouldn't think that getting a good 
bass sound would be so complicated. 
NEWSTED: [laughs] | never realized what it 
entailed. It used to be quick because nobody 
gave it much consideration. But in Bob Rock | 
found someone who knew what he wanted 
and how tc achieve it. learned a lot by listen- 
ing for what was needed in terms of actual 
bass sound. | learned to bring lots of mids up in 
my sound. I didn't do that before. | spent about 
three weeks recording my tracks. 
GW: Did you use your new Hamer Mandocello 
-twelve-string bass? 
NEWSTED: Yeah. | played it on some differ- 
ent little pieces. I'm into playing eight-string, 
356. [have a bunch of those old Hagstroms, 
© sound pretty cool. also have a Hamer 


ind Justice For All, 


eight-string. 1 was always into the multi- 
string thing, so it wasn't that hard to adapt 
to twelve. | use them sometimes to play 
rhythm parts. 
GW: When you enter the studio, do you usual- 
ly have all your bass parts worked out? 
NEWSTED: Yes. | had the songs down pretty 
well this time, and! triad to create a real rhythm 
section rather than a one-dimensional sound. If 
it takesa few eighth notes instead of just whip- 
ping around all over the place and losing the 
weight, then so be it. 
GW: Did it take long to adjust to altering your 
playing style? 
NEWSTED: It tooka second. [laughs] But I real- 
ized that that's how it’s got to be, and how I 
should be doing it anyway. Kirk and James have 
a big enough guitar sound, and are good 
enough players, so that they cover all that stuff 
anyway. When it comes time for a solo, | can cut 
loose and skeedle around. Now it comes down 
to the music—making it a real rhythm section 
for once, and letting the guitars do their work. 
Tm glad the rest of the band could tell me that 
that's what was needed. 
GW: | know you use a pick on just about 
everything, but did you fingerpick on the 
acoustic numbers? 
NEWSTED: On a couple of the mellower songs, 
Ido hit a few strings with my fingers—and on 
the twelve-string, to lighten my attack ina cou- 
ple of spots. But most of the time, | use a pick. 
That's how Im comfortable. 

GW: [s Bob Rock responsible for those well- 

placed bass slides and swells? 

NEWSTED: Oh, yeah. He made a lot of sugges- 


tions about those types of things, and I tried 
them all, He could always see five or seven 
steps ahead of my playing. I've never seen any- 
thing like that, 
GW: What kind of strings do you use? 
NEWSTED: LaBella's, .128 to .45 on the five- 
string, and .105 to.45 on the regular. 
‘GW: Your road basses appear to be customized. 
NEWSTED: Yeah, | pick the wood and every- 
thing. | also design the pickup configuration. 
Alembic has built my last 10 basses from my 
specs. Even if I go for an already existing shape, 
Til modify the body contour so my arm comes 
down comfortably for picking. I had them put 
LED's on the side of the nock— different little 
things like that. I also have things coated in 
brass and gold. 
GW: One doesn't usually associate Alembics. 
with Metallica-style music What attracted you 
to them? 
NEWSTED: | always thought they were incredi- 
ble. As soon as | could afford one, I tried it. and 
that was it. Their factory is in Santa Rosa, so 1 
«an always go there and deal with them face to 
face, right down to the guy who helps me 
choose the wood. 
GW: What are you going to use on the road? 
NEWSTED: My Alembic stereo bass, four 
Ampeg 300-watt heads and several old Ampeg 
SVT 8x10 cabinets. 
‘GW: Why is the album called Metallica? 
NEWSTED: We just decided to keep it simple. It 
took us a long time to think up that title. 
laughs] | guess we could have called it "Five," 
or titled it after one of the songs. | don't knows 
you got any ideas? a 
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GUITAR WORLD: Your patented 
“Metalli-erunch” seems bigger and 
badder than ever on the new album. 
What did you do to fatten your sound? 
KIRK HAMMETT: First, I went through 
my CD collection and picked out gui- 
tar sounds that impressed me, and 
gave them to Bob Rock as points of 
reference. It helps to know what kind 
of tone you're trying to pursue. 

GW: What CD's did you give him? 
HAMMETT: I was particularly 
impressed with Gary Moore's sound 
on his latest album, Still Got The 
Blues. | used one of the breaks from 
“Oh, Pretty Woman” as a main refer- 
ence. I also gave Bob UFO's 
Obsession—V've always liked 
Michael Schenker's sound. The third. 
example was something by Carlos 
Santana. I was shooting for a real up- 
front sounding guitar. 

GW: But wasn't that the problem 
with „And Justice For All? The gui- 
tar was so up-front that it obscured. 
Jason’s bass. 

JAMES HETFIELD: The bass was 
obscured for two reasons. First, on 
past albums, Jason tended to double 
my rhythm guitar parts, so it was hard 
to tell where my guitar started and his 
bass left off. Also, my tone on Justice 
was very scooped—all lows and highs 
with very little mid-range. When my 
rhythm parts were placed in the mix, 
my guitar sound ate up all the lower 
frequencies. Jason and I were always 
battling for the same space in the mix. 

On this album, Jason approached his parts dif- 
ferently. He's playing more with Lars's kick 
drum, so his basslines are very distinet from my 
guitar lines—we're not getting in cach other's 
way. Bob really helped us with orchestrating and 
bringing out the low end—getting the guitar and 
bass to work together. In fact, when I played the 
album fora friend, he asked, “What is that weird 
low-end sound?" I said, "That's something new 
for us—it' called bass!” 

GW: Did Bob understand the Metallica guitar 
sound? 

HETFIELD: Oh yeah, and he actually added to it. 
After we recorded some of the new album, we 
pulled out the actual master tapes from Justice 
and singled out the guitar sound. I discovered 
something that I already knew—that my Justice 
sound lacked body. As I mentioned earlier, mid- 
range has always been a no-no for me, but Bob 
showed me that having a touch of it in there real- 
ly adds to your tone. 

T think he was a little intimidated at the start 
because he wasn't sure how far he could push us. 
Bob was trying to be real professional, so we had 
to loosen him up. He was really polite at first, and 
would say things like, “I's your album, do what- 
ever you want,” and "it's only my opinion, but 
how about if we try this?" [laughs] However, 
seven months in the studio with Metallica tends 
to change a man. And Bob’s been changed 

ughs] He's got a few more gray hairs, a few 
core wrinkles, he grew a tumor and has some 
snuckles from hitting the studio walls. 


HAMMETT: Yeah, he really loosened up! In no 
time he was screaming and yelling and saying 
stuff like, “You have to get angry for this part 
play it really mean and dirty!” Then we'd record 
another part and he'd say, “Be bluesy and bendy.” 
And to illustrate his point, Bob would move his 
shoulders all around, Pd just stare at him like he 
a madman, thinking, “Uh, well, okay” But 
s approach eventually worked. I really started 
focusing on what he was trying to say, He 
encouraged me to think conceptually —not with 
my fingers. I thought a lotabout what I felt would 
be the best way to approach the solo from a men- 
tal standpoint, As a result, my solos turned out 
smoother and more confidently executed. 
GW: Were you ever afraid that Bob was going to 
turn you into a pop band? 
HETFIELD: Some people thought Bob would 
make us sound too commercial. You know, “Oh, 
Bob works with Bon Jovi, Bob works with 
Motley Crue?” But if [former Metallica producer] 
Flemming Rasmussen worked on a Bon Jovi 
record, would Bon Jovi all of a sudden sound like 
Metallica? We chose Bob because we were real- 
ly impressed with his crisp, full-sounding pro- 
duction on the Cults Electric album and on 
Motley Crue's Dr: Feelgood. 
HAMMETT: We wanted to create a different 
record and offer something new to our audience. 
Thate it when bands stop taking chances, A lot of 
bands put out the same record three or four times, 
and we didn’t want to fall into that rut, 

The truth is, we may have been guilty in the 


past of putting out the same runni: 
order— you know, start out with a fast 
song, then the title track, then a ballad. 
Other than that, though, we’ve really 
tried to create something different 
every time we went into the studio, And 
on Metallica, we made a conscious 
effort to alter and expand the band’s 
basic elements. 

Gw: Did you experiment with different 
amps and cabinets? 

HETFIELD: We tried a bunch of amps, 
but I ended up using the same 
Mesa/Boogie Simul-class Mark II that 
Tve used on the last three albums. In 
Las Angeles there are a million amps 
you can try out, but none of them were 
up to snuff. Bob also brought in a bunch 
of crappy-looking vintage amps. We 
gave everything a shot and ended up 
with the same old shit. flaughs] 

I must admit, though, it was a lot of 
fun trying out all those little Sixties and 
Seventies amps—they really sounded 
unique. A lot of metal players have for- 
gotten that they can be useful. We used 
a couple of vintage amps for texture. 
But I wasn’t about to play a rhythm part 
through a fucking Fender Supro amp, 
you know? We sure as hell weren't 
making Led Zeppelin 1. 

GW: Kirk, what did you use for 
amplification? 

HAMMETT: 1 used a Bradshaw preamp 
for the lows and mids, and a couple of 
Marshalls for the nice clean highs, We 
EQ" it through the board a little bit, and 
it worked out great. 

The miking process was pretty simple, Bob 
had an engineer move a mic around in front of the 
cabinet until I heard the sound I wanted. 

GW: Is your studio setup the same as your live 
setup? 

HETFIELD: My live sound doesn’t work in the stu- 
dio, which is a completely different animal. 
very little thing is detrimental to the sound, And 
if someone moves a mic, you've lost it. It's pret- 
ty much a case of “lock the door and set up a 
police line.” 

GW: What do you look for in an amplifier? 
HETFIELD: A smooth, solid, round sound. 
Something that doesn’t sound fake. You can 
always fiddle around with the EQ later. A lot of 
modern amps and preamps sound great when 
you're jamming by yourself, but they don’t hold 
up ina band situation. The sound isn’t dense 
enough, and the lows and highs tend to get 
soaked up by the bass and cymbals. 

GW: James, you also tried a variety of guitars, 
which seems a little out of character for you. 
HETFIELD: My primary guitar was an ESP 
Explorer with EMG pickups, but I also used a 
Telecaster, a Gretsch White Falcon with a Bigsby 
and a Guild 12-string. 1 used the other guitars just 
for bits and pieces. 

Gw: Kirk, I understand you didn't use your “74 
Gibson Flying V on this record. What was your 
primary axe? 

HAMMETT: | used two guitars— 
with two EMGS and an “89 Gib 
Deluxe with two EMG's. The way 1 seeled se 
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those guitars is pretty funny. At the beginning of 
the recording process, 1 laid down one of my 
solos 15 times, using 15 different guitars. Then | 
listened to each track and—without knowing 
which guitar was which—selected the tone that 
sounded the best. I finally narrowed it down to 
the ESP and the Les Paul. 

GW: And you nailed the solo perfectly each time? 
HAMMETT: Well, not exactly, /laughs] Good 
enough to A-B them, though. It was kind of 
interesting to play all those different guitars. Bob 
brought in a lot of different guitars, too. He's a 
guitar player—or so he says. /laughs] 

GW: What happened to your black *74 Gibson 
Flying V? 

HAMMETT: | used that V on every album prior to 
this one, but the ESP just sounded a bit rounder. 
Also, I felt it was time fora change. I bought that 
V while working at a Burger King. | worked 
three months, just long enough to be able to 
afford it. As soon as I made $400—enough 
money to buy the V—I quit. 1 don't even know 
how much it costs to buy a guitar these days—I 
haven't set foot in a guitar store in ages. 
GW: The songs on the new album are 
than usua 
HETFIELI 
instead o; 
GW: It should be casier to get some radio airplay. 
HETFIELD: That was always a problem. We'd 
record a song that people liked and wanted to 
hear on the radio, and the radio bastards would- 
at play it because it was loo long. Or they would 
want to edit it, which we wouldn’t allow. 

But radio airplay wasn't the whole idea behind 
our writing shorter songs. It just seemed to us 
that we had pretty much done the longer song 
format to death. We were only able to fit about 
12 songs in a two-and-a-half hour show. These 
shorter songs are going to help a bit—we’re 
going to be able to play more of "em. /laughs] 
We have one song that has just two riffs in it, 
which is pretty amazing. It only takes two min- 
utes to get the point across! 

GW: Shorter songs mean shorter guitar solos. 
HAMMETT: In some instances. 

sw: Also, the new album is less complex, 
harmonically. 

HAMMETT: Thats true. There are fewer key 
changes. There aren't many fatted fourth pro- 
gressions or anything like that—just straight- 
ahead major and minor keys, The most complex 
song is probably “Anywhere 1 Roam.” which 
suggests a Phrygian dominant scale, 

GW: Metallica has acquired a reputation for 
being meticulous in the studio. How often do you 
return to and repair something you think could 
be improved? 

HAMMETT: | fix things all the time. Every time | 
do a solo, I re-check it and correct things that 


shorter 


Metallica shorter. six minutes 
ten. 


don't hit the mark 
GW: In doing so. do you ever get the feeling 
that your behavior is less musical than it is 
anal retentive? 

HAMMETT: [laughs] It's like this—you have to 
live with it. When you know you're going to be 


listening to a performance over 500 times, it's 
important to be happy with it. Believe me, there 
are mistakes on our other albums, and I can’t 


bring myself to listen to them. It's torture. 


GW: Which cuts? to page 28 
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BEHIND EVERY GREAT guitar player is a great 
drummer. A roadie is indispensable, but a solid 
drummer is money in the bank. Metallica 
marches to the beat of Lars Ulrich, who is not 
only a highly practiced and supremely innova- 
tive drummer, but an avowed, unflinchingly 
die-hard guitar enthusiast. Lars is extremely 
fond of what he dassifies as the “European” 
approach—the bluesy, melodic riffing of Uli 
Roth, Michael Schenker and, especially, Ritchie 
Blackmore. Few Metallica followers would be 
surprised to learn that Lars is a loud, guiding 
voice in the band. No slightly sour tone escapes 
his discerning ear; no half-baked solo sneaks 
by. In short, Metallica does little that has not 
first been approved by the drummer. 

Lars, who over the past eight years has 
played with three of the best guitarists in 
metal, is as outspoken as he is influential. 

"I'm always amused,” he says, sounding dis- 
tinctly unamused, "by what's written in these 
guitar magazines—this whole thing about 
who can play the fastest, who can play back- 
wards, who can do this harmonic minor 19th, 
and all of that crap. What ever happened to 
feel and style? All this emphasis on speed and 
technical ability Just annoys me.” 


LARS ON KIRK HAMMETT 
“I've been in the studio for every solo Kirk has 
recorded for Metallica since Kill ‘Em All. When 
Kirk gets a little too 'G.LT-ish,' I go, ‘Hang ona 
second!’," laughs Lars. “All that harmonic 
minor fifth stuff over an arpeggiated fourth is 
Russian to me. | just try and help him get the 
solos to have a lot of rhythmic and dynamic 
variations. 1 help bring things out of Kirk that 
are catchy and cool. 

"On Metallica the songs aren't so busy, and 
Kirk's guitar playing fits in well when he plays 


Drummer, songwriter and thrash 


LARS ULRICH cooly assesses his 
guitar-slinging partners in grind. 


by Jeff Gilbert 


with the laid-back drums. James and I tried to 
set things up that were easier for Kirk to solo 
‘over. Some of the things on Justice got alittle 
‘out of hand. Then it was, "Okay, Kirk, solo over 
this! And it would be the most sideways, diffi- 
cult thing. | think Metallica spent a couple of 
years trying to prove to everybody that we 
could really play. 

“I remember the first time | heard Kirk. He 
had a feel that very few young players have— 
very rooted in European metal. It was really 
nice to hear an American guy who didn't play 
like Eddie Van Halen. Over the last couple of 
years, Kirk's been able to retain his own ident 
ty and not get caught up in that Yngwie/Vai 
wave. He can certainly do all that stuff in his 
sleep. But the thing! think is so cool about Kirk 
is that he retains his feel.“ 


LARS ON JAMES HETFIELD 
"Until the last few years, James was really 
underrated as a guitar player. Idon't think peo- 
ple know how difficult some of his stuff really 
is to play, and how much of an accomplished 
all-around guitarist lames is. It isn't just that he 
has the fastest right hand around, but that he's 
se fast picking every note down. 

"He can play anything; the guy can jam funk 
and even friggin’ country. And now that James 
has been hanging out with [producer] Bob 
Rock, he's really starting to open up and get an 
idea of how much more thera is to the guitar. 
He even bought a banjo a few months ago. 
Believe me, seeing James playing the banjo is 
quite a visual trip. 

“What he does with his right hand doesn't 
interest me. But | have a really strong connec- 
tion to what he does on the guitar neck. To 
put it another way, | play guitar through his 
left hand.” 


LARS ON JASON NEWSTED 
“This time around, Jason really laid his musical 
abilities on the shelf and did what was right for 
the song, moreso than anybody else in the 
band. Hes a great bass player, and he played 
some really simple, effective stuff. Early on, | 
tried to get Jason to pay more attention to my 
hi-hat than to James's right hand. Whatever 
James picked, Jason would automatically dou- 
ble—and those really fast picking things would 
sound very messy on the bass. It took us eight 
years to realize there were other options! 

"Jason works a lotmore with the drums now, 
which really makes the guitars stand out. 
People always ask where the bass is on Justice. 
Well, the bass is a mirror image of what James 
was doing—which, in effect, obscures Jason. 

"The new album was awkward for Jason for 
the first couple of days. Bob Rock, James and | 
would sit there telling him to play eighth 
notes on top of this really busy riff. Once he 
got the hang of it, he felt comfortable doing 
the right thing for the whole rhythm founda- 
tion. And who gives a shit what Bass Player 
‘magazine thinks?” 


LARS ON LARS ULRICH 

"Sure, I play the guitar a little. But to say that! 
play guitar would definitely be an overstate- 
ment,” he laughs. “if | were a guitar player, Id 
probably go for the black left-handed Strat 
With the white pickguard —like the one Ritchie 
Blackmore used on Fireball and Machine Head. 
| think those guitars look incredible! When he 
played that Strat, Blackmore would usually 
start ‘Smoke on the Water’ with some dweed- 
ly thing. He'd go off for about 30 or 60 seconds 
and then, all of a sudden, flick the pitsa 
switch and go into the Riff of Life! it was 
major fuckin’ attitude." = 
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K IRK HAMMETT, ONE of thrash's most com- 
pelling guitarists, boasts an instantly recog- 
nizable, eclectic style thatis the product of a melt- 
ing pot of influences. The recipe for guitar à la 
Kirk includes some tasty blues-rock morsels of 
Hendrix, Page, Clapton and Beck, a liberal dash of 
Joe Perry and Pat Travers and generous helpings 
of Euro-metal via Michael Schenker, Uli Roth and 
Randy Rhoads, Add a significant amount of tech- 
nical training and theoretical insight from the 
maestro Satriani to this mixture, and you begin to 
get an idea of what Kirk is all about. 

But beyond ingredients and playing experi- — [FIG.2 
ence, there remains the phenomenon of 
Hammett—making it all work within the teeming 
context of Metallica, one of the most musically 
sophisticated and unpredictable bands in the 
complex world of speed metal. What does he do? 
How does he do it? These were the very questions 
Kirk and | set out to answer. 

James Hetfield, referring to the diabolical har- 
monic twists and turns of Metallica’s music, once 
joked of his partner's plight as chiet soloist, 
"Sometimes, with the chords | throw at him, he 
doesn't know what to play. | mean, who would? 
He has to make up new scales—or forget old 
ones!" Kirk certainly has his job cut out for him— 
creating meaningful and interesting solo lines to 
complement James's odd, often dissonant, chord 
progressions. A good case in point is shown in 
Figure 1, an illustration of what Kirk plays in his 
live "Ride the Lightning” solo. 

As James lays down the chromatically descend- 
ing power chord progression, C5-B5-Bb5-AS, Kirk's 
melody takes on a life of its own. The solo and 
chords are independent of each other, yet inter- 
locking—the essence of melodic/harmonic interac- 
tion. Here'show it works. As James pounds out the 
power chords, Kirk plays a series of triad arpeggios 
(indicated in parentheses) in a steady 16th-note 
rhythm, employing a common tone principle well 
known to jazz guitarists. The common tones fall 
on the second 16th-note of each beat (the third of 
each triad) and correspond to the root notes of 
the underlying power chords. For example, in the 
first bar, Kirk plays an A minor arpeggio (A, C, E) = 
over James's C5 chord (C, G). The common tone in 
this case is C. Note that he uses the same fretboard 
shape for the Am, Gm and Fém arpeggios. “The 
pattern follows the chords down with arpeggios,” 
Hammett explains. “I think I got the G major thing 
by accident! | play the whole lick on the 1st and T 1 
2nd strings and mostly use downstrokes." 

Figure 2, based on a lick from Kirk's solo in 
"One," shows him soloing over James's ES-FS =| 
changes (Em Phrygian progression) with a 
sequence of two-hand taps, Note the triads 
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outlined: E minor, C major, 8 minor (not indigenous 
to the E Phrygian mode) and G major. (Randy Rhoads 
used a similar arpeggio sequence in his “Crazy 
£ AA Train” solo.) 

Kirk's tapping technique is a bit different from the 
5 ordinary Van Haler-derived approach employed by most 
z : X - 5 5 : mainstream metal guitarists. "I use the middle finger, 
not the first finger, and pull it off the string after | hit it— 
= down toward the floor instead of up. | anchor my right 
hand on the strings, muting them with the lower part of 
my palm as tap.” 

Kirk offered an interesting tap-on variation that is 
also effective over the same E5-F5 progression (see 
Figure 3). Played entirely on the 2nd string, this lick 
involves the use of a pedal tone (the high E note). As 
with the previous example, Kirk deviates slightly from 
the prevailing modality of the accompaniment, using an 
Fé instead of an F natural. But what the heck—that's 
polymodality, a trademark of Metallica's sound. 

Kirk is fond of using “outside” scale/interval lines in 
his improvisations. Figure 4 is a perfect example of a fin- 
gering pattern gone wild: Kirk creates an atonal impres- 
— FIG. 5 sion by stacking unrelated arpeggios momentarily (E 
major, Bb major and 8b diminished) in an ascending 
Em sequence. This lick is similar to one that appears in Kirk's 
“The Shortest Straw” solo. Notice the symmetrical fret- 
board shapes throughout. “| actually got it from George 
Lynch,” Kirk confesses with a laugh. "But don't tell him 
‘cause he'll come knocking on my door demanding 
#————]| money!” Kirk needn't be concerned about any legal 
lynch mob, as this pattern appeared as Example 27 in 
Oliver Nelson's jazz method Patterns for Saxophone, 
published in 1966. 

Figure 5 is a slight departure for Kirk. Much like a 
Ae Ea SRN phrase in "The God That Failed," the lick has a droning, 

Tunodo one shoe ovi high: DG CFA DI sitarlike quality created by the alternating open 1st- 
string notes and fretted Znd-string notes. “It was origi- 
nally influenced by [the Rolling Stones? ‘Paint It Black, 
notes Kirk. "It has the D# in it, so I hear it as being in E 
harmonic-minor [E-F#-G-A-B-C-D#]. | use just the middle 
finger for the whole thing, sliding it up and down the 
neck. | think that gives the line greater continuity. The 
picking is all back-and-forth—down on the 2nd string, 
up on the 1st.” 

Mixing modes within a line is a Kirk Hammett signa- 
ture. The licks in Figure 6, based on his solo in “Sad But 
True," are practically textbook in this regard. Here, 
Hammett combines E major with various modal sounds 
(E minor-pentatonic, E Dorian and E Aeolian) in a tight, 
self-contained phrase. “I love the oscillation I hear when 
Islide the minor thirds up. Going to the blues and pen- 
tatonic stuff right afterward creates a cool contrast. 
That part has a sort of Tony lommi or Clapton feel to it. 
I start mixing the modes in the descending section and 
end with a pinch harmonic To me, the whole thing feels 
like a complete sentence. 

"One new thing I've been working on lately is wide 
stretches [perfect fourths] inside the standard penta- 
tonic positions. This is kind of like what | do in “Don't 
Tread On Me’ [see Figure 7]. It could work over ES and 
maybe F5—it suggests E minor—but it's really what | 
would use in a break with just the drums going. The 
pattern is like that Jimmy Page triplet thing, only I'm 
using a wider finger stretch. That's how | look atit. This 
FE rr UE = a aweta ick Man sarily. pia tt test! When playa 
= = E w slow, it sounds confusing as hell because of al 
— son notes. | need to hear the flow of the rh 
That's never a problem in Metallica. = 
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DLAGA FUNLR 
ll ll r- 
HAMMETT: I’m not g 
pick them out yourself. 

GW: What really stands out about Metallica is its feel 
HETFIELD: That's what we wanted—a live feel. In the 
past, Lars and I constructed the rhythm parts without 
Kirk and Jason, or Lars played to a click by himself, 
This time I wanted to try playing as a band unit in the 
studio. It lightens things up and you get more of a vibe. 
Everyone was in the same room and we were able to 
watch each other. That helped a lot, especially with 
some of the bass and lead stuff. It also helped that wed 
played most of the songs for two months before we 
entered the studio. 

Unfortunately, Lars kind of pussied out at the end 
he didn't want everyone there. 1 guess it's kind of diffi- 
cultto work in the studio when you're not used to a new 
song, and there are all these people around. 

GW: Lars is always very involved in the Metallica pro- 
duction process, What is his input with regard to the 
guitar sound? 

HETFIELD: He doesn’t mess with the guitar sound— 
just the bass guitar. /laughs/ He can say whatever he 
wants, but | think he's pretty confident in my ability to 
know what's right as far as the guitar goes. 

GW: While the songs on Metallica are less complex, 
the orchestration on this album is more sophisticated 
than your previous efforts. 

HETFIELD: That's right. I think the degree of subtlety 
may shock people. Bob’s really good with sound, and 
we took advantage of that by using different guitarsand 
more vocal harmonies. 

There are fewer guitar overdubs on this record, 
though. I used to layer 80 guitars in my attempt to cre- 
ate a heavy sound. While making this album, I discov- 
cred that sheer quantity doesn’t necessarily make for a 
heavier sound; if anything, overdubs make guitars 
sound mushier. As far as rhythms go, there are either 
two or three tracks, and they're split pretty evenly. 
There is a lot more separation on this album, which 
also makes it sound punchier. With a pair of head- 
phones, you can tell who's doing what. 

GW: Were there any songs that didn’t make it to the 
album? 

HETFIELD: No. We went in and recorded 12. There are 
no other half-written songs sitting around anywhere, 
Whatever we wrote is there. It only takes one day of 
trying to write something to tell if itis going to end up 
in the dumper. [laughs] 

GW: Kirk, “The Unforgiven” features an unusual solo. 
How did it evolve? 

HAMMETT: That was probably the most challenging 
solo on the album. I had something worked out before 
T got into the studio, but Bob felt it wasn't quite appro- 
priate. He asked if I could try something dirtier and 
more sustaining—-something more in the Jeff Beck 
vein, At first I was kind of hurt, but then 1 realized he 
was right. I started fingerpicking a chordal thing, and 
Bob liked the way it sounded. He said, “Why don’t you 
play that entire guitar solo with your fingers, and real- 
ly pull on the strings and slap them against the frets?” 
It was a cool idea. I did it and it sounded really percus- 
sive. That was the first time 1 fingerpicked a guitar solo 
on an album. 

GW: That's a great example ofa song that was a challenge, 
feel-wise. Did any challenge your harmonic capabilities? 
HAMMETT: “Of Wolf and Man" reminded to page 104 


ig to say! [laughs] You have to 
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T HRASH TITAN JAMES HETFIELD is the driving guitar force behind the heavy thunder of 
today’s quintessential metal band, Metallica. Raised on a steady diet of Black Sabbath, 
Ted Nugent, Aerosmith, Thin Lizzy and AUDG, he is obsessed with rhythm and lives by the 
golden rule, "If you ain't got a riff, you ain't got a song." Accordingly, James has been respon- 
sible for some of the most earthshaking and influential rhythm grooves in modern metal. 
Consumed with the task of putting the final touches on the soon-to-be-unleashed fifth 
Metallica record, he broke free to discuss his inimitable approach to metal rhythm playing and 
riff-making—and what it takes to destroy the listener with a handful of power chords. 

James jumped right in with an intense galloping figure à la “Battery,” illustrating many of 
his trademark rhythm techniques (see Figure 1). This solid, propulsive riff is based on the char- 
acteristic speed metal rhythm. "Though I play a lot of all-downstroke rhythms," says James, 
"I use alternate picking for this kind of part; at this speed, you pretty much have to! I hold 
my pick in what might seem like a strange way—with three fingers (thumb, index and mid- 
dle fingers]. l've always written in that position—holding a pencil with three fingers. | guess 
it evolved from that. It gives me more power— can't really hang onto it any other way—and 
it flattens out the pick a little more too. | think the pick being flatter on the string makes 
things more ‘grindy’ Parts of my fingers hit the string [adding extra texture and crunch]. I've 
got a giant callous from scraping. My nail doesn’t quite grow correctly either, especially on 
tour," he laughs. “I mute a lot with my right-hand palm and with my left-hand fingers or 
thumb." 

Another aspect of this figure, and of Metallica's music and speed metal in general, is its 
unmistakable harmonic movement—the stylistic tritone relationship of BbS to E (the flat. 


Ross Halfin 


Climbing chords, evil tritones, 
giant callouses— 


James Hetfield examines 
the guitar style that 
made Metallica famous. 


five interval), the infamous “Diabolus in Musica" of 
the Middle Ages. “I don't know if it's medieval,” grins 
Hetfield, “but it's definitely evil. They used to hang 
you for stuff like this! Sabbath was a major influence 
earlier in my life, and those sounds were the most evil 
things | heard in their songs. [Plays main riff to “Black 
Sabbath."] Those notes, those chords—the darker 
sounds, | suppose—go back to Sabbath, and they're 
still with me." 

Notice Hetfield's use of chromaticism in the figure: 
Bb5 to A5 and Em to D# diminished diads. Again, this 
is an element frequently encountered in thrash. 

Figure 2 is a perfect example of the type of effi- 
dent, but unorthodox, chord fingerings required to 
play today's hyper-speed metal effectively. James has 
developed some interesting left-hand structures to 
facilitate quick, accurate motion when switching 
between power chords. For the quick alternation 
between the ES and 8b5 chords, Hetfield employs 
two forms thatenable his hand to remain in one posi- 
tion (at the 1st fret) throughout the riff (see diagrams 
in Figure 3). Note that the E5 chord is fingered with a 
2nd-finger barre and that the Bb5 involves index fin- 
ger and pinky fretting. "I use these two shapes a lot," 
says Hetfield. “It’s easier than moving the same shape 
around to different positions. This one’s all down- 
strokes with muting.” Again, check out the tritone 
(ES to Bb5) and half-step movement in the example 
(ES to F5). 

Figure 4, which is similar to a Hetfield riff in 
^Shortest Straw," incorporates successive down- 
strokes, alternate picking, half-step movement, palm 
muting, single notes (see bar 1) and chords. The sin- 
gle-note section involves sliding and bending. "I think 
of these lines as bass note-ish—something you might 
play along with the bass. Originally, this riff was in D; 
Thad the guitar tuned down a whole-step. | could 
bend the strings a lot easier, but it sounded a little too 
muddy, so | moved it up to E." 

Along similar lines is the riff illustrated in Figure 5. 
The melody's E Phrygian modality (E-F-G-A-8-C-D) in 
the first two bars has a bit of a Spanish quality. 
Notice the trill ("That's straight from Tony lommi"), 
slides and vibrato in this portion of the figure. The 
climbing chromatic power chords (AS-A#5-B5-C5) of 
the closing cadence are a Metallica trademark. 
"When you look at some of the other regular metal 
tunes, you say, Why even have these frets?’ The way 
Isee it, you gotta use some of the shit,” he says with 
a laugh. "1 like the half-step kind of movement any- 
way—it builds up a part or it can take it down. It’s on 
it’s way somewhere." 

Our final example (Figure 6) is related to the fin- 
gering efficiency touched upon in Figures 2 and 3. 
Here, a classic rock chord progression—E5 to G5—is 
subjected to James's economy-of-motion principle. 
Note the Ist-finger barre for the E5 chord and the 
middle finger-and-pinky form for the G5 (see di 
grams in Figure 7). This fingering provides a fixed 
2nd-position placement for both voicings—a real 
advantage when negotiating the breakneck tempos 
of speed metal. Though this move demands a bit of 
left-hand stretching and some extra pinky strength, 
it’s well worth the effort. 
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Metal 


Reflectors 


ETALLICA'S 1983 DEBUT, the explosive Kill "Em All, 
taught a grateful world a lesson in unbridled thrashing fury. 
Since then, their sound has passed through numerous stages, 
resulting in more than 50 uniquely different compositions. 
characterized the hungry band that used to 
rehearse in a dank garage and today's outfit as being like “night and 
day; the guttural intensity that was the hallmark of the young 
Metallica remains the essence of the band today. Evidence of this can 
be found throughout Merallica, the boys’ fifth and latest album. 
Over the last cight years, Hammett and James Hetfield have estab- 
s metal's quintessential guitar alliance. In the fol- 
lowing retrospective, Kirk and James take a walk down Metallic: 
memory lane and critique some of the key songs in the band’s harsh, 


While Kirk Hammett ha 


lished themselves 


noble history. 
“SEEK AND DESTROY” 
Kill ‘Em All (Elektra, 1983) 


KIRK HAMMETT: We didn’t have a big budget, 
and everything on that album was rushed. 


When I listen to my lead now, | hear a lot of 


out-of-tune notes. Like a bend that just didn't 
make it and went right over my head because I 
was so overwhelmed with being in the studio. 
1 used my black Flying V with an old *57 hum- 
bucker, which I’ve had for 12 years now. I 
plugged in through James’s modified 
Marshall amp, mainly because we didn’t have 
a lot of equipment at that time. I also used a 
Ross distortion pedal 

JAMES HETFIELD: The idea for “Seel 
from a Diamond Head song called “Dead 
Reckoning.” I used to work in a sticker facto- 
ry in L.A., and | wrote that riff in my truck out- 
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side work. This was our first experience in a 
real studio. Tused a white Flying V, which was 
the only guitar I had back then. I still have the 
guitar in storage. The song is based around a 
one-note riff that was up a little higher. 
Though most of my riffs are in E, that one 
worked off an A. 


“THE FOUR HORSEMEN” 

Kill “Em All 

HAMMETT: Prior to recording that song, we put 
in a slow middle section that wasn't there 
when I first joined the band, and it needed a 
slow, melodic solo, I remember going through 
the song with everyone, and when I got to that 
part, I played something really melodic. Lars 
[Ulrich, drummer] looked up at me and said, 
“Yeah, yeah!” He's a big lead guitar fan—one 


by Jeff Kitts 


of his biggest influences is Ritchie 
Blackmore. For that song I put down one lead, 
then added one on a different track. I wasn’t 
sure which ore to use. I listened to both tracks 
at once, to see if one would stand out. But 
playing both tracks simultaneously sounded 
great, and we decided to keep it like that on the 
record. Some of the notes harmonized with 
each other, and I remember Cliff /Burton, 
bassist] going, “Wow, that’s stylin' —it sounds 
like Tony lommi!” 

HETFIELD: Dave [Mustaine] brought that song 
over from one of his other bands; back then it 
was called “The Mechanix.” After he left 
Metallica, we kind of fixed the song up—the 
lyrics he used were pretty silly. 


“CREEPING DEAI 

Ride the Lightning (Elektra, 1984) 

HAMMETT: When we first began playing that 
song in the garage, I noticed that the lead gui- 
tar part also incorporated the chorus. I thought 
that was a good opportunity to play something 
a bit wild and dynamic. The first figure in that 
song pretty much came off the top of my head. 
I was still using the black Flying V and the 
Boss distortion pedal through Marshall amps, 
with TC Electronics EQ. For that song, 
Flemming [Rasmussen, engineer] suggested 
that I double-track the solo, which made it 
sound a bit thicker and fuller. We did that solo, 
after which we had to do this small fill at the 
end—a four-bar break with four accents after- 
wards. The plan was to fill the break up and 
play something over the four accents. When I 
studied with Joc Satriani, I did this chordal 


exercise, a diminished chord with four notes. T 
just played that over these four accents, and it 
worked out real nice. 

HETFIELD: We demoed “Ride the Lightning” 
and one other song in the studio before we 
recorded the album. So there’s actually a 
demo somewhere of those three songs with 
different lyrics. When we did the crunchy 
“Die by my hand” breakdown part in the mid- 
die, I sat in the control room after we did all 
the gang vocals, and everyone was just going 
nuts! That was our first real big, chanting, 
gang vocal thing—there was almost some 
production value to it. That whole album was 
a big step for us. By then 1 had the Gibson 
Explorer—1 grew to love that shape better 
than the V. 


“FADE TO BLACK” 

Ride the Lightning 

HAMMETT: | was still using the black Flying V, 
but on “Fade to Black” | used the neck pickup 
on my guitar to get that warm sound. 1 played 
through a wah-wah pedal all the way in the 
“up” position. We doubled the first solo, but it 
was harder to double the second solo in the 
middle because it was slow and there was a lot 
of space in it. Later I realized that I harmo- 


MASTER OF PUPPETS 


nized it in a weird way—in minor thirds, major 
thirds and fifths. For the extended solo at the 
end, I wasn’t sure what to play. We had been in 
Denmark for five or six months, and I was get- 
ting really homesick. We were also having 
problems with our management, Since it was a 
somber song, and we were all bummed out 
anyway, I thought of very depressing things 
while 1 did the solo—and it really helped. 1 
played some arpeggios over the G-A-B pro- 
gression, but we didn't double track that solo. 
When that was finished, | went back and did 
the clean guitar parts behind the verse. James 
played an arpeggiated figure while I arpeg- 
giated three-note chords. We ended up getting 
a very Dire Straits-type sound. 

HETFIELD: That song was a pretty big slep for 
us. It was pretty much our first ballad, so it 
was challenging and we knew it would freak 
people out. Bands like Exodus and Slayer 
don't do ballads, but they've stuck themselves 
in that position which is something we never 


wanted to do; limiting yourself to please your 
audience is bullshit. 

Recording that song, I learned how frustrat- 
ing acoustic guitar can be. You could hear 
every squeak, so I had to be careful. I wrote 
the song at a friend's house in New Jersey. I 
was pretty depressed at the time because our 
gear had just been stolen, and we had been 
thrown out of our manager's house for break- 
ing shit and drinking his liquor cabinet dry. It’s 
a suicide song, and we got a lot of flack for it; 
kids were killing themselves because of the 
song. But we also got hundreds and hundreds 
of letters from kids telling us how they related 
to the song and that it made them feel better: 


“MASTER OF PUPPETS” 
Master of Puppets (Elektra, 1986) 

HAMMETT: | used a Mesa-Boogie Mark 2C 
amp and a black Randy Rhoads custom 
Jackson guitar. For the four-bar fill at the 
beginning of the song, the rest of the guys 
wanted something high and screeching, but I 
came up with something a bit more percussive 
and riff-like, a fatted fifth-type figure. 1 got 
this real raunchy, over-distorted sound which 
clashed well with the tight rhythm sound 
James had. James played the first solo in that 


song, which is a great solo. I worked on the 
next solo for a couple of days—getting it tight 
was a real task for me. While recording the 
track, my hand accidentally pulled a string off 
the neck, and it grounded on the neck pick-up, 
giving me something like a high D. It sounded 
like T slid up to a super high note that isn't 
even on the neck, so we left it. For the next 
solo we used backwards guitar parts. To get 
them I played a bunch of guitar parts that were 
in the same key as the song and laid them 
down on quarter-inch tape. Then we flipped 
the tape over and edited it, so we had two or 
three minutes of backwards guitar. We put itin 
the last verse of the song, 

HETFIELD: I think we wanted to write another 
song like “Creeping Death”—with open 
chords carried by the vocals and a real catchy 
chorus. On Master of Puppets we started get- 
ting into the longer, more orchestrated songs. 
It was more of a challenge to write a lon; 
that didn’t seem long. The 


was pretty messy—constantly movin: 
works good live; people love to s 
“Master” a couple of times. 


“WELCOME HOME (SANITARIUM)" 

Master of Puppets 

HAMMETT: The beginning of the first solo is 
an arpeggiated ninth chord figure, where I 
basically mirror what James is playing. The 
second guitar figure had some harmonies, T 
used a wah-wah pedal on the third solo, which 
was pretty straight ahead. The fourth solo 
comes out of harmonized gı the very last 
lick was based on something really cool I sew 
Cliff play on guitar in the hotel one night that 
I knew would work in that spot. 

HETFIELD: The idea for that song came from 
the movie One Flew Over the Cuckoo s Nest. 
“Fade to Black” worked well, and we wanted 
to have another slow, clean, picking type of 
song, this time with a chorus. I had trouble 
singing that chorus. It's really high, and when 
I went to sing it in the studio, I remember 
Flemming looking at me like, “You're kid- 
ding.” I said “Shit, I don’t know if I can do 
this!” So I ended up singing it lower than I 
intended, but we put a higher harmony on it 
and it worked pretty well. The riff for that song 


was lifted from some other band, who shall 
remain anonymous. 


Garage Days Re-Revisited (Elektra, 1987) 
HAMMETT: That was recorded when I first 
started using ESP guitars with EMG pickups. 
All the lead guitar parts on that EP flowed 
really quickly; I did them in two nights. All of 
the leads were mine. The fact that the original 
versions of “Helpless” and “The Wait" don't 
even have solos in them was a bit of luck—no 
one would have anything to compare them to, 
and it kept any preconceived ideas out of my 
head. We did that EP for the fans, just for fun. 
and Elektra loved it and released it. Though it 
recently went Platinum, we feel it served its 
purpose, and it’s since been deleted. 
HETFIELD: Putti 
tunes was absolutely unhe: 
thought w. l 


PRIME CUTS 


lame singing parts. For some of the songs 
we tuned down to D to make them a little 
heavier. The guitar sound is really awful, 
but it was the first thing we put out where 
the bass could be heard, so Jason /Newsted, 
bassist] was happy. 


“ONE” 
-And Justice For All (Elektra, 1988) 
HAMMETT: I used a Mesa-Boogie power-amp, 
an '88 preamp and an Aphex parametric EQ 
onthis album. We wanted a clean guitar sound 
for “One.” The first solo went fine, but I had 
trouble with the second; I just couldn’t nail it. 
1 only had eight days to record all my leads 
because we were heading out on the 
“Monsters of Rock” tour. As a result, | was 
never happy with what was on record, and I 
flew to the Hit Factory in New York between 
gigs to patch up the solos. I did the third solo 
in a couple of hours. I worked out the first 
right-hand tapping thing and from there it 
flowed very well. I think it worked because I 
was so pissed off that the second solo wasn’t 
working out. When I had to play that live, it 
didn't feel right because it was so clean. So I 
started playing it full volume with full distor- 
tion on my neck pickup, and liked it better. In 
retrospect, I think I should have played it that 
way on the album. 

HETFIELD: I had been fiddling around with that 
A-G modulation for a long time. The idea for 
the opening came from a Venom song called 
“Buried Alive.” The kick drum machine-gun 
part near the end wasn't written with the war 
lyrics in mind, it just came out that way. We 
started that album with Mike Clink as produc- 
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er. He didn’t work out too well, so we got 
Flemming to come over and save our asses. 


“...AND JUSTICE FOR ALL" 

„And Justice For All 
HAMMETT: I worked out an opening lick for 
the solo but it wasn’t really happening, so I 
plugged in the wah-wah pedal—which I 
always do when all else fails. As soon as I 
plugged in, we were done. A lot of people give 
me shit about how 1 hide behind the wah 
pedal, but something about it brings out a lot 
of aggression. It just tailors the sound to 
match the mood and emotion I’m trying to 
convey. It’s purely an aesthetic thing and nota 
crutch or anything like that. The riff where 1 
utilize the open string hammer-ons developed 
from a Gary Moore lick that I'd been studying, 
I figured it would sound really good combined 
with the heavy E-chord progression. 
HETFIELD: That song is pretty long, like all the 
songs on that album. We wanted to write 
shorter material, but it never happened. We 
were into packing songs with riffs. The whole 
riff is very percussive; it goes right along with 
the drums. The singing on that song is a lot 
lower than usual. 


“DON'T TREAD ON ME” 

Metallica (Elektra, 1991) 

HAMMETT: | used a Bradshaw because the 
mids were clean and the low end sounded 
real percussive. The harmonic distortion 
also sounded nice and dirty. For the highs we 
used two Marshalls. We combined all the 
sounds and put the Bradshaw preamp 
through a VHT power-amp. We put it all 


through Marshall cabinets with 30-watt 
speakers and blended all the room mikes. 
My sound is a lot thicker and punchier than 
before, and | think it’s better than ever. For 
the majority of the leads on this album I used 
athird ESP guitar. I also used my 1989 black 
Gibson Les Paul Custom. For the clean 
sound, I used a %61 stock white Strat and a 
Fender black-face Deluxe. | also used a 53 
Gibson ES-295 style, and an ESP Les Paul 
Junior with EMG pickups. 

Lused the '89 black Gibson Les Paul Custom 
and a wah-wah pedal on “Don’t Tread On Me” 
At one point I had to play these ascending lead 
fills, and it just wasn't happening at all. So 1 
wound up playing harmonics instead of lead 
guitar fills, and it worked really well. 
HETFIELD: A lot of the songs on this album are 
more simple and concentrated, They tell the 
same story as our other shit but don’t take as 
long. There aren't a hundred riffs to latch on 
to—just two or three stock, really good riffs in 
each song. 

T used my ESP's and tons of other guitars: a 
12-string electric, a Telecaster, a Gretsch 
White Falcon, a sitar and other things. | also 
used a B-Bender—a bar installed in the guitar 
that twists the B string up a full step. It’s used 
a lot in country music. But "Don't Tread” is 
just real heavy guitar—there’s really nothing 
else to it. 


“THE GOD THAT FAILED” 

Metallica 

HAMMETT: | had this whole thing worked out, 
but it didn't fit because the lead was too 
bluesy for the song, which is characterized by 
real heavy riffing and chording. So producer 
Bob Rock and I worked out a melody, to 
which I suggested that we add a harmony part. 
But Bob said it would only pretty it up. So we 
ended up playing the melody an octave high- 
er, and it sounded great. We basically mapped 
out the whole solo, picking the best paris from 
about 15 solos I'd worked out. It’s one of my 
favorite solos on the album. 

One thing I did on this album that I hadn’t 
done before was play guitar fills. I filled up 
holes like when James stops during the 
vocal, I put in a little “stab” or, as Bob calls it, 
a “sting.” My solos on this album are a little 
offbeat. Though a lot of guitar players start the 
solo on the downbeat—the first beat of the 
measure—I come in on the upbeat of the third 
measure of a bar, like on “Enter Sandman” 
and “Don’t Tread On Me.” 

HETFIELD: That’s a very nice song. Slow, 
heavy and ugly. There are a lot of single-note 
tiffs and more open-chord shit on this album. 
Alot of the rhythms I came up with were a lit- 
tle too complicated half-step changes and 
other weirdo shit that Kirk had trouble solo- 
ing over. So we simplified some things. All 
the harmony guitar stuff on this album is 
incorporated in the rhythm tracks. I played 
rhythm all the way through, then I over- 
dubbed harmony guitar things. There are har- 
mony solos and harmony guitar in the 
rhythms, but they're very distinct from each 
other. We found that layering a guitar six 
times doesn't make it heavy. m 


1 


The story of howa little band from San Francisco, armed with only a couple of cassette dan 


Some called the music thrash, 
\ while others preferred 
‘the term “power metal.” Ji 

Whatever the label, 
Metallica's unique hybrid 
of sounds created 
a whole new genre. 


A Metallica History by K.J: Doughton 


IT WAS THE best of times, it was}! 980. Lars 
Ulmgh was depressed. And why not? His par- 
ents, immigrants from Copenhagen Denmark 
hadfturned thé high (schoo! junior’s life in 
charming Norwalk, California, into h bitter 
thing. Mars’s fáther, d one-time tennis pro on 
che"EurOpeiny CHEM Was VORME, MPPT 
transfer his own love for rackets and balls to his 
son. But Lars wasn’t having'sny: who needed 
tennis, the anxiou§ adolescént reasoned, When 
there was heavy metal? 

Yes, the boy was marching td the beat of al 
different drummer In fact, he was leaming to 
be a drummer, AUfirst, thé melancholy Dang 
was drawn to the Heavy sounds df Deep Purple 
and Kiss. In time, however, his &ar was timed 
by the New Wave of British Heavy Metal 
(NWOBHM) the sudden surge of Anglo- 
metal bands that $prang fromethe dust 6f fhe 
mid-Seventies punk movement. Bands like 
Iron Maiden and Def LeppardeWere the, 
NWOBHM genré’s cornerstones while oth- 
crs—such as Angel Witch and Sweet Savage 
(guiar virtuoso | Viviad “Gampbell’s first 
band)—released limited-but-influcatialyfirod- 
uct before dying obt and disbanding, 

Ulrich’s first drumming’ idol Ava Deep 
Purple's Ian Paicg but with th&ansct of the 
NWOBHM, hef became, enamoted of 
Motórhcad's Philthy Animal Taylor and 
Diamond Head's Duncan|Scatt. As las spent 


More and more time émilating his new heroes, 
his tennis racket, ignored and forsdken, peti” 
fied in higeldset. 

But the drummer remained frustrated and 
dissatisfied, American radio waves Were domi” 
nated by the wimpified metal strains produced 
BY JOUHEY, RHO Speedwagoir and Foigner 
Foran energeticllad like Lars Somethiiiy brd- 

s essential 

SO it was that, in the summer of 1981) Lars 
Ulrich found himself in Great Britain, joyously 
walking the heavy metal streets of London. He 
didthe big hag with his favorite English band, 
Digmond Head, who made af enormo 
impression off Ulrich with such riff-loaded 
songs 1 Am Evil” And “The Prince. Witter 
spending a glorious month with the band, the 
yOUR@A mericab returned homes refreshed and 
musically invigdratec.. 

Backin the U.A., Lars cut dmiserabläfig- 
dire in Los Angeles, Walking.the very safe 
streets as the glam rockcas*he*lwathed. But the 
boy's cultural isolation Was not to be long- 
lived, as,hesoon befüiended'tames Het ieldea. 
stiGkersfactory laborer and part-ümeffhusician 
Lars tasted Mtleftime fling flisfuew friend 
on toj the obscur Eufopean music he vdr 
shipped}thereby sowing the seeds Of onc ofthe 
great/créative partnerships in fhelhistory of 
heavy métal. 

Soon the two friends Hegan toyingewith the 


idea of forming a band. James played rhythm 
guitar afd sang with such local acts as 
‘Obsession and Leather Charm. Lars played 
drums? fone too expertly, it must be admitted. 
But what he lacked in expertise he more than 
made up for in enthusiasm. 

But Tora Tares md Lars's enthusiasm, 
Metallica might not have come into existence 
se it not för Brian Slagel, publisher of the 
influential fanzine New Heavy Metal Revue. 
Around the time Hetfield and Ulrich were con- 
sidering-forming a band, Slagel launched a new 
recordiabel, Metal Blade. The debut album for 
the labelywas to be a compilation, Metal 
Massacre, Yor which Slagel solicited demos 
Jom young unsigned bands across the country. 

James and Lars were galvanized by Slagel’s 
call to head-banging action: if the pair of lanky 
thurs could get a band together by the submis- 
sion deadlin€, they could record a song for the 
album, Ul ich and Tetficld summoned forth a 
ife etitarist.name: Lloyd Grant to help out 
with leadjwork, and the embryonic three-piece 
chirmedi6uL 4 4-traék, demo tapesof, “Hit The. 
Lights,” their first song ever” 

l's toBgh to envisión “Red Vert&' or 
“Blitzer” Emblazoned on the ...And Justiad yor 
Ail or Master of Puppets album covers, yet 
thése areitwg of the lame band names that 
James and Lats were corisidering.untiLanother. 
metal fanginé editor, Rot Quintangesuggested 
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to Ulrich, As legend 
sitting around with 
the drummer, trying to decide on a name 
for a new metal fanzine he was planning. 
“Metallica” and “Metal Mania” were the 
final nominees. Lars assured Quintana 
that “Metal Mania” was the title 10 go 
with, and stole “Metallica” for the band. 

Now, with a proper name, the Lars/ 
James duo presented their “Hit The 
Lights” recording to Slagel, Though the 
track featured a laryngitis-plagued James 
on vocals and cement-grinder production 
values, there was no time to re-record the 
tune—the Metal Massacre deadline had 
come and gone. The track was plopped 
directly onto the album and released dur- 
ing the summer of ’82. Needless to say, 
Metallica’s debut didn’t cxactly set the 
world on fire. Adding insult to injury, the 
band’s name was misspelled on the sleeve 
as “Metallica” 

Fortunately, “Hit The Lights” was soon 
re-mixed for subsequent pressings of 
Metal Massacre, and some drastic 
improvements could be heard: a brand-new, full- 
time guitarist, Dave Mustaine (an old acquain- 
tance of Hetfield’s), had replaced one of Grants 
lead breaks with a solo of his own, and 
Hetfield’s voice had recovered, thanks to a 
steady dict of antibiotics. Ron McGovney, 
Hetficld’s roommate, was invited to join the 
band after a crash-course in bass playing. With a 
solid line-up and the re-mix of “Hit The Lights,” 
Metallica proved to be the highlight of the Metal 
Massacre album, trampling over Ratt, Malice, 
Bitch, Pandemonium and other featured artists. 

The baby Metallica spent the rest of 1982 
receiving their baptism by fire on stage. Their 
first performance was on March 14, at Radio 
City in Anaheim, and soon afterward, British 
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heavy metal leaders Saxon had 
Metallica open their Denim 
and Leather tour stop in L-A. 
(March 27, at Whisky A Go- 
Go). But the band was mostly 
limited to playing embarrass- 
ing opening slots, billed under 
the likes of Stecler and Roxy 
Roller, They even played 
Lars's Norwalk high school— 
ona gymnasium stage. Behind 
them stood a kitchen back- 
drop, a prop from a school the- 
ater production. Hetfield 
appropriately dubbed the gig. 
“Metallica In The Pantry.” 
The Metalli-train really got 


chugging with the advent of “The Demo Era,” 
during which the band recorded a series of well- 
realized demo tapes that, together, virtually 
qualify as the first Metallica album. The most 
famous demo was No Life "Til Leather, a seven- 
song recording produced in late 1982. The per- 
fect antidote to U.S. pull-rock boredom, it trig- 
gered a small musical revolution. The recording, 
featured Metallica's first few songs, “Hit The 
Lights,” “The Mechanix” (an early version of 
“The Four Horsemen”), “Motorbreath,” “Jump 
In The Fire,” “Seek And Destroy,” “Phantom 
Lord” and “Metal Militia.” Riffs hacked like 
swords, leads flew like bullets and James's 
unconventional singing style (a high-pitched 
whine, far removed from his current characteris- 


tic growl) created a spontaneity seldom heard in 
an American band. Being well-versed in the 
who's who in underground metal, Lars wasted no 
time in distributing the tape to every metal fiend 
he knew, spawning a tidal wave of grass-roots 
support. Fans dubbed off copies and sent them to 
friends who dubbed off more copies, resulting in 
the largest (and loudest) chain-letter the world 
has ever seen. Metallica was soon the biggest 
unsigned band on the planet. 

NWOBHM had caught on, and in its wake 
came the “New Wave of Global Heavy Metal,” 
with bands like Mexico's Baron Rojg, Denmark's 
Merciful Fate and Japan’s Bow Wow and 
Loudness. New fanzines like Aardscok. Kick-Ass 
Monthly, Metal Mania and The New Heavy Metal 
Review popped up. Nearly every city in the world 


The three Metalliveterans were 
pleasantly surprised to see that Kirk 
not only knew their entire repertoire, 
but his knowledge of comic book and 
horror movie lore was exceptional. 


boasted an alternative radio station that 
catered to this unprecedented explosion of 
metal upstarts. Collectors treasured demo 
and live bootleg trading lisis that contained 
thousands of tapes. 

Metallica’s next break came in mid- 
September, when Brian Slagel decided to 
promote his Metal Massacre album by book- 
ing Bitch, Cirith Ungol and Hans Naughty 
into the San Francisco Keystone for 
September 18. Cirith Ungol dropped off the 
bill, and Metallica was asked to fill the slot. 

Far removed from L.A.’s glam-rock 
“freak show” scene, the Keystone was fre- 
quented by a large platoon of rabid metal 
fans, all of whom had the No Life demo 
and knew Metallica's music riff-for-riff 
and word-for-word. Assaulted with cries of 
“Bitch sucks!" and “Mustaine is God!” the 
other Metal Massacre bands could hardly 
finish their sets. The “Bay Area Bangers” 
had adopted Metallica as theit own. 

By the winter of °82, Metallica had 
become a regular San Francisco attraction, 
ripping through numerous sold-out appear- 
ances, In L.A. they had gone by the slogan, 
“The Young Metal Attack.” But for the Bay 
Area Bangers, Metallica implemented a 

new catch-phrase: “Metal Up Your Ass.” 
‘The profane new phrase soon became a statement 
of faith. The demo Live Metal Up Your Ass 
immortalized the band's November 19 gi; 
One fateful weekend between San Francisco 
shows, at L.A.'s Troubador club, a beil-bottom 
clad, bass-playing hulk caught Lars and James's 
attention. The roaring monsoon of energy was 
Cliff Burton, who flailed his impressive mane like 
a janitor waving a wet mop. Hetfield and Ulrich 
immediately placed him on their “most wanted” 
list. The Rickenbacker-wielding bass-master 
issued the duo an ultimatum: “Relocate to San 
Francisco,” said Cliff, “and I'll join your band.” 
With L.A. falling slave to the more commercial- 
ly accessible rhythms of Ratt and Mötley Crüe, 
there was little reason for Metallica to stay in 


Southern California. Ron McGovney had always 
been considered a temporary bassist by James and 
Lars, and it has been rumored that McGovney’s 
girlfriend overheard something about the replace- 
ment plans and alerted him. He left his bandmates. 
an understandably grumpy man. 

The new, Cliff-model Metallica planted itself 
in El Cerrito on February 11, 1983. Burton was 
given his onstage Metallica-baptism on March 
15, at the San Francisco Stone. Dubbed “The 
Night of the Banging Head,” the Stone show also 
featured Exodus’ Kirk Hammett, whom fate 
would bring together with Metallica before long, 

Mcanwhile, from the primitive interior ofaNew 
Jersey flea market booth called “The Rock *N Roll 
Heaven,” a bearded mammoth of a man named 
John “The Z” Zazula was fast becoming the metal 
godfather of the East Coast, selling rare metal 
import albums and promoting East Coast con- 
certs. In January of 1983, a denim-and-leather 
clad customer visited Johnny's booth and slipped a 
tape of No Life into the store’s cassette player. 
Absolutely pummeled by Metallica overwhelm- 
ing sound, Z dropped everything, tracked down the 
band and asked to be their manager. 


In March of "83, as Metallica piled into a rent- 
ed U-Haul and embarked on a 3,000-plus mile 
jaunt across the country to play some East Coast 
dates and meet with their enthusiastic new coor- 
dinator, Z started phoning major labels, hoping to 
land a record deal for the band. When there were 
no takers, the frustrated entrepreneur reverted to 
the NWOBHM philosophy of self-production 
and established his own label, Megaforce. 

The band, however, was struggling with the 
always-inebriated Mustaine, who at the time had 
a knack for putting either his foot or a bottle in 
his mouth. But it was this same drunken, molor- 
mouth abandon that endeared him to the fans. In 
fact, he supplied all the between-song banter on 
stage. (Typical Mustaine quip: “Do you know 
how many bands in L.A. wear fuckin’ mascara? 
How would you like to go down south and kick 
those fuckers" asses?!") But what had formerly 
been cute was now rapidly becoming simply 
reckless. After several near-fatal road mishaps 
and internal Dave-versus-management scraps. 
Lars and James made a pact to give the hard-liv- 
ing guitarist the boot. It was a tough call; 
Mustaine was regarded by many fans to be the 


chi 


ismatic engine behind Metallica. 

“We've decided you're not in the band any- 
more,” announced James to a barely-awake 
Mustaine on the morning of April 11. The band 
was shacked up in Chicago after playing a weck- 
end of gigs. “Well,” asked Mustaine, “when does 
my plane leave?” His ex-bandmates immediate- 
ly slapped a Greyhound ticket into his hands. 

With a saddened Mustaine en route back to the 
West Coast (where he would eventually form 
Megadeth and find huge success), the remaining 
Metallica members anxiously awaited the arrival 
of his replacement that very evening, Prior to 
Dave's actual departure, Lars and James had sift- 
ed through demo tapes in search of a new gui- 
tarist. When Mark Whittaker, the band's road 
manager al the time, recommended Exodus fret- 
man Kirk Hammett, their cars perked up. Exodus 
was the Bay Arca’s number-two power-metal 
property, always nipping at the heels of the 
Metallic Ones. Before doing business with 
Metallica, Whittaker had managed Exodus, and 
knew Kirk's potential. Plus, unlike Mustaine, he 
told Hetfield and Ulrich, Kirk was a regimented 
and studious string-strangler. Lars and James 
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The following is a chronological history of the Kirk Hammett-era Metallica: 


1983 

July 27-September 3— 
Metallica co-headlines the “Kill 
“em All For One” tour with 
label-mates Raven. 
December—Metallica plays 
series of headlining gigs on the 
East Coast with Anthrax. 


1984 

January and February— 
Metallica fills support slot on 
Venom’s European "Seven 
Dates of Hell" tour. 

January 20—Jump In The Fire 
EP released in Europe, 
Mid-February—Band unsuc- 
cessfully attempts to persuade 
Armored Saint vocalist John 
Bush to join Metallica. 
February 11—Metallica plays 
Zwolle, Holland's Aardschok 
Festival, before 5,000 people, 
their largest audience to date. 
February 20—Metallica begins 
work on their second album, 
Ride The Lightning, at Sweet 
Silence studios in Copenhagen, 
Denmark. 

March 14—Metallica makes its 
first UK appearance, at 
London's Marquee Club (fol- 
lowed by an encore show there 
‘on March 27). 

June 6—Mini-European tour 
(the band's second that year) 
starts in Leiden, Holland, with 
Twisted Sister. 

August 1—Megatorce 


Management (John & Marsha 
Zazula) out, Q-Prime 
Management (Cliff Burnstein & 
Peter Mensch) in. 

September 12—Metallica 

signs U.S. deal with Elektra 
Records (in Europe, they contin- 
ue with Music For Nations, the 
company they'd been licensed 
to through Megaforce since the 
release of Kill “Em All). 
November 16—Ride The 
Lightning re-released by 

Elektra. 

November 23—Creeping 
Death EP released in Europe 
December 20-8—Metallica 
plays their first London 
Headline Concert, at the 
Lyceum. 


1985 

January 10—U 5. co-headline 
tour with WASP begins in Nova 
Scotia (and ends in Portland, 
Oregon on 3/19. Midway 
through the tour, WASP break 
off the bill and Armored Saint 
jump in to open for Metallica). 
August 17—Band plays at 
Castle Donnington's “Monsters 
of Rock" Festival in UK for first 
time, before 70,000 people. 
September 2—Recordirig ses- 
sions for Master of Puppets 
commence in Copenhagen, 
Denmark. 

September 30—Metallice 

plays “Day on the Green" 
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Festival in Oakland, California, 
before 80,000 people. 


1986 

February 21—Master of 
Puppets released in US. 
March 27— “Damage, Inc.” 
U.S, tour (opening for Ozzy 
Osbourne) starts in Wichita, 
Kansas (and ends in Hampton, 
VA on 8/3). 

September 10—Furopean leg 
of "Damage, Inc." tour begins 
in Cardiff, Wales. 

September 26—1 ast gig with 
Cliff Burton in Stockholm, 
Sweden. 

September 27— Cliff Burton 
dies in bus accident in Sweden. 
October 28—Jason Newsted 
joins band. 

November 8—Metallica plays 
first gig with Jason Newsted at 
LAs Country Club 
November 10—Band plays 
five dates on mini-tour of 
Japan. 


November 15—Another mini- 
tour, this time in Canada and 
the Pacific Northwest, with 
‘openers Metal Church. 


cially ends in 
Zwolle, Holland. 


July—Recording sessions for 
The 5.98 EP begin in Los 


Angeles, California. 
August 21—The 5.98 EP 
released in America, 
December 4—Cliff ‘Em All 
home video released in U.S. 


1988 

January 15—Kill ‘Em All re- 
released in U.S. on Elektra with 
two bonus tracks. 

January 29—Recording ses- 
sions for...And Justice For All 
beginin LA. 

May 27 “Monsters of Rock” 
tour begins in East Troy, 
Wisconsin—with 40,000 people 
in attendance. 

August 25—..And Justice For 
Ali released in America (LP 
spawns subsequent singles 
“Harvester Of Sorrow,” “One,” 
and “Eye Of The Beholder”) 
September 11—First show on 
“Damaged Justice" tour takes 
place in Budapest, Hungary. 
November 15—U.S. leg of 
"Damaged Justice" tour starts 
in Toledo, Ohio. 

December 6—Band shoots 
footage for “One” video in LA. 


1989 
February 22—Group performs 
"One live on the worldwide 
Grammy Awards telecast 
May 3—Band plays Australia 
for the first time at Adelaide's 
Theater. 
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“ALL RIGHT!” KIRK Hammett's spontaneous exclamation signals his happiness at the 
news that Guitar World readers had voted him “Best Metal Guitarist” in the maga- 
zine’s 1991 Reader's Poll. “I guess my new approach to playing paid off! I'm very flat- 
tered and hope that I can keep on pleasing my fans through Metallica's music." 

It has been a good year for Hammett and Metallica. The band’s eponymously 
titled fifth album has exploded all over the world, entering both the US and UK 
album charts at Number One, and continues to sell at a pace that would impress 
even Garth Brooks. 

Despite all the mass media attention and superstar status enjoyed by Metallica, 
Hammett says he and his menacing yet lovable friends still have their hob-nailed 
boots planted securely on terra firma: “We try not to think about how well the record 
is selling," he says. “I just con- 
centrate on worrying about day- 
to-day life—like whether I’ve 
had enough sleep for the gig, or 
whether or not my guitar sound 
is any good. I tend to live for the 
moment, and | think it's impor- 
tant to stay that way. I think that 
when a lot of people reach a cer- 
tain level of excess—oops, | 
mean success—they get lazy 
about various things. They start 
taking their fans for granted, 
and think that because they're 
so popular they don't have to 
play as well because people like 
their shit anyway! These are 
dangers that we'll always try 
our hardest to avoid.” 
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“Basically I just had to say, 
‘Screw everyone around me— 
from now on I'm just gonna play 
what! think is important 


Judging from the way Metallica approach 
their gigs these days, they run little risk of falling 
into the “lifestyles of the rich and famous” trap 
the guitarist is so wary of. The band’s perfor- 
mances on their current tour are longer than ever 
before and, as always, they ve been treating their 
fans like royalty. After thrilling yet another sold- 
out arena audience with three hours of vintage, 
pounding Metallica, Hammett, Hetfield, Ulrich 
and Newsted stayed a good while to sign auto- 
graphs for a horde of fist-pumping Metalli- 
heads. Only when everyone was satisfied did an 
exhausted but exuberant Kirk Hammett come 
around to celebrate his Reader's Poll triumph 
and share a few moments with Guitar World. 


GUITAR WORLD: Some exciting new things have 
been added to your current live show, like the 
close-ups that appear on the video screens. 
KIRK HAMMETT: Instead of your usual rock-star 
crotch shots, we wanted to capture more inter- 
esting things, like my hand positions during a 
solo or the look in James's eyes when he's 
singing certain parts. 

GW: Speaking of Mr. Hetfield, his vocals sound 
marvelous—not only on the Metallica album, 
but also on stage. Even the old material benefits 
greatly from his new-found confidence. 
HAMMETT: Absolutely. James has really come a 
long way with his vocals. It’s great to hear him 
use his voice in so many different ways. I love the 
way he sings on the album, and you're right about 
our older material—a lot of it sounds way better 
now. He even warms up his voice before we go 
on, which is something he never used to do. 


40 GUITAR LEGENDS 


to me anid our music." 
Sol gave the big finger 


tozali the current trends 


intechnical wizardry, 


and just went off and did what 


Basically, he’s become much more 
serious about that part of his gig, and 
it's paying dividends. 

What did you think of our new 
stage set-up? 
GW: It’s excellent. Although you don't 
have any back line, the stage never looked empty 
because you made full use of the available space. 
But I imagine it must take a lot out of you physi 
cally—especially with a set that lasts nearly three 
hours! 
HAMMETT: Yeah, it's a pretty intense workout. To 
prepare for a show, we each warm up our hands, 
then we all get together in the dressing room and 
stretch for about 15 minutes. That actually is ben- 
eficial to my guitar playing, because playing on a 
stage like this is a physical activity. Your hands 
could be as warmed-up as possible, but if you 
aren't warmed up, you're going to feel it, and it 
could affect your guitar work as well as your 
overall performance 
GW: The “snake-pit” Ja sunken area in the middle 
of Metallica s stage, where 100 people view are 
able to the show from the band s perspective] is a 
great idea. Who is selected to have those tickets? 
HAMMETT: Most of them are local radio contest 
winners. We also have a guy who goes up to the 
nosebleed section and asks kids if they want to 
trade their ticket for a place in the pit. 
Interestingly, people often say, “No, I don't 
wanna move!” 
GW: | was also impressed that all of you spent 
two hours after the performance with your fans. 
The band obviously holds its audience in 
extremely high regard. 


V felt was hest for the songs." 


HAMMETT: We like to keepin touch with our fans. 
Its important to come into direct contact with 
them, so we can get a vibe as to how the show 
feels from off the stage. We respect their opinions 
greatly—and we don't always hear favorable 
things. But that's good, because you have have to 
take both viewpoints cqually seriously. You can’t 
always pretend that everything’ perfect. 

GW: Thanks to the camera close-ups we dis- 
cussed earlier, | know you use your left-hand 
pinky a great deal. 

HAMMETT: When | first learned to play, some- 
one told me, “Hey, you better use your little fin- 
ger or it’s just gonna hang out there.” I’ve used it 
ever since. It definitely helps me play certain 
wide-stretch things that I probably couldn’t 
reach if I were just a three-fingered player. 

GW: You have a very precise, speedy right-hand 
picking technique. How did you develop it? 
HAMMETT: Well, onc thing that I've noticed 
over the years is that there are basically two dis- 
tinct approaches to picking. There are those who 
pick with their wrist, and then there are those 
who pick with their whole forearm. I've found 
that you have a lot more control over your pick- 
ing when you pivot from your wrist, as opposed 
to pivoting from your elbow, because there's just 
a lot less overall movement going on. By pick- 
ing this way you can fine-tune your right-hand 
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wrist maneuver. 

Getting this picking approach down can real- 
ly make a big difference—especially to your 
rhythm playing in very fast songs. As you prob- 
ably know, mos: of our rhythm work is donc 
using downpicking only, even some of the very 
fast stuff. That's another reason why it's good to 
come from the wrist. Also, when you pick by 
moving your forearm it's a lot harder to palm- 
mute the strings by the bridge. But when you 
pivot from your wrist it's casy to get that palm- 
muted "chunk" happening with your right-hand 
because it’s hardly moving. 

GW: I imagine that one of the advantages of 
using a lot of downstrokes is that artificial, pick- 
induced harmonics are easier to produce. 
HAMMETT: Absolutely. I also find that using 
mostly downstrokes gives me more attack and 
subtlety. For instance, when you're playing a 
bunch of passing notes, you can make them 
softer until you want one to really jump out, 
even when it isn’t an artificial harmonic. 

GW: I've noticed that although you occasional- 
ly do a lot of hammering-on and pulling-off 
when playing fast, you frequently pick almost 
every note of your high-speed solos. 
HAMMETT: Yeah, as far as playing fast is con- 
cerned I've noticed a lot of my friends only pick 
every third or fourth note; they slur [hammer- 
on, pull-off, bend, slide or tap] the rest. So I’ve 
gotten into that habit over the past few years. I 
used to pick virtually every note in my leads and 
just slur every once in a while because I found 
that I have a lot more attack that way, and I can 
get more accents and convey percussive idcas. 
Though I do like the legato feel you can achieve 
with hammer-ons and pull-offs, I think that you 
have to be able to pick fast runs to be a well- 
rounded player. 

Whenever I’m doing a bend, a pull-off or a 
hammer-on, I always go into it with a down- 
stroke, In fact, a lot of my soloing revolves pure- 
ly around downpicking. 

Gw: Compared to the shredding of your past, a 
good deal of your playing on the new album is 
pretty laid back and "slow handed? What 
brought about this dramatic change of direction? 
HAMMETT: Basically | just decided to say, “Screw 
everyone around me—from now on I’m just 
gonna play what I think is important to me and 
ourmusic.” So gave the big finger to all the cur- 
rent trends in technical wizardry and just went off 
and did what I felt was best for the songs. 

GW: Would you say this indicates that you've 
matured as a musician? 

HAMMETT: Yeah, definitely. I still enjoy playing 
in that high-tech way, but I just felt that there was 
a big need for a change. I didn't want to fall into 
the trap of competing with all these other great 
guitar players, I just wanted to side-step that 
whole thing and get out of the race! /laughs] 

Also, the band as unit has changed a great 
deal —we're a lot more cohesive and therc'sa lot 
more space in our new material, Consequently, 
I thought, “Why stop there? Why don't I also 
change my style, which will help the overall pic- 
ture look that much more different?” 

Gw: If the Metallica album is any indicator, the 
whole band is obviously very com- to page 105 


|} technique into a very precise and controlled | A LESSON WITH KIRK HAMMETT 
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KIRK HAMMETT DEMONSTRATES SOME OF 
THE TECHNICAL EXERCISES THAT KEEP HIS 
PLAYING UP TO SPEED | 


by Nick Bowcott | 


NOW THAT METALLICA has made the rock world safe for thrash guitarists every- 
where, more and more attention is being focused on the wide-ranging skills of Kirk 
Hammett. Fortunately for Guitar World and its readers, Hammett's growing popu- 
larity has not diminished his enthusiasm for sharing his ample six-string expertise. In | 
the following lesson, Kirk offers precision-picking practice pointers, several serpen- 
tine, wide-stretch licks and runs, and a host of personal insights. Also included in this 
exclusive lesson are several exercises taught to Kirk by his metal guru, Joe Satriani. 

We caught up with Kirk just after he and Metallica concluded a marathon two-and- 
a-half hour set. What would have sapped the strength of most guitarists left the 
thoroughbred thrasher full of pep and raring to rock. 


FIG. 1 
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A LESSON WITH KIRK HAMMETT | 
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“A great way of zoning in on your picking 
technique is to do this [plays Figure 1] or this 
[plays Figure 2," says Kirk. "Both exercises 
function as excellent right-hand warm-ups. 
Because your left hand is idle, you can really 
concentrate on your picking form. If you con- 
centrate on pivoting from the wrist rather 
than the elbow, your whole picking move- 
ment can be made extremely precise, con- 
trolled and economical. | recommend prac- 
ticing the two exercises using alternate 
picking and all down strokes. This will help 
you develop speed and strength for intense 
rhythm work. 

"| also recommend practicing this one- 
handed idea using all six strings [Figure 3]. 
This will help any player get accustomed to 
moving fluently between strings when 
picking at high speed. if you have a 
metronome, use it here to help develop 
some precision. 

“Next, I'd like to show you a cool alternate 
picking and left/right-hend coordination exercise 
that Joe Satriani taught me,” Kirk continues. 
“Basically, I'm just taking a fingering pattern and 
moving it across the neck as far as it can go and 
then back again [Figure 4]. it's pretty tough to 
play this one quickly, due to the amount of string 
skipping involved. 

"This next little exercise [Figure 5] is good 
for loosening up and strengthening your 
left hand—especially your little finger,” says 
Kirk. "It may seem like a bit of nothing, but 
if you take it from the high E string to the 
low E string and then back again a number 
of times, you'll definitely feel it in your fin- 


gers!” 

“This next pattern [Figure 6] will help 
improve your hammering-on strength,” says 
Mr. Hammett. "This is another relatively sim- 
ple idea, but it does a number on your left 
hand!” As your left-hand fingers become 
stronger, you should try taking this run all 
the way from the 1st position to the 12th 
and then back again.” While only six bars of 
this run are written out in Figure 6, Kirk con- 
tinued this pattern all the way to the 12th 
position. 

"Joe [Satriani] once showed me a trilling 
exercise [Figure7] that's a real mother!" 
exclaims Kirk with an evil grin."It looks 
extremely simple but is actually very hard. it 
forces you to expand your reach. Increasing the 
space between your fingers like this makes each 
trill more and more difficult. | don't do this one 
very often— mean, it's ridiculous, man!” 

Although Kirk demonstrated this excruciat- 
ing piece of digital torture in the 3rd position, 
in consideration of your precious fingers, I've 
‘transcribed it in the 7th position. Once you've 
mastered this, | suggest you start playing the 
exercise closer to the nut, moving down one 
fret at atime. You'll find that this exercise will 
strengthen your left hand considerably, and 
make wide stretches easier too; all you need is 
patience and perseverance. Be extremely 
careful when playing this figure—don't risk 
injury by overexerting yourself, and never 
attempt it unless your left hand is well and 
truly warmed-up. Also, as Kirk was quick to 
point out, you should practice this “mother” 
on every string. 

Kirk closed his informative tutorial by 
playing five runs and licks that handily 
demonstrate the benefits of left-hand devel- 
opment and digital “stretchability.” Figure 
8 is similar to something in the "..And 
Justice For All” solo, and uses the E Dorian 
(E-F#-G-A-B-C#-D) and E minor-blues scales 
(E-G-A-8b-B-D). (Note: the lead break in 
question is actually in F# minor, but Kirk 
elected to play it here in E minor). Figure 9 is 
also in E minor. Notice how it requires the 
player to perform the same wide stretch 
(12th fret to the 17th) on the 1st, 2nd, 2rd, 
4th and 5th strings. 

"This one is based on a lick 1 do in my 
lengthy, "regurgitating" lead in ‘My Friend Of 
Misery’ [from the Metallica album," Kirk 
notes, playing Figure 10, an F£ minor blues- 
scale (F#-A-B-C-C#-E) ditty. “Every time | hear 
that solo, it reminds me of someone going 
through a long torturous barf! Next is a melod- 
ic, Hendrix-influenced E minor lick [Figure 11] 
similar to one | do at the end of ‘Enter 
Sandman,’ though you can hardly hear it 
because of the fade. 

“This final run [Figure 12] is something | 
came up with a couple of years ago, but 
haven't been able to get onto an album 
yet!” smiles Kirk. "It's a stacked-arpeggio- 
type thing that involves some string-skip- 
ping, and a lot of hammering-on and 
pulling-off with your pinky.” For your con- 
venience, I've indicated the “stacked arpeg- 
gios" above the figure. You may notice that 
| haven't given this run a specific key signa- 
ture. It will definitely work over an E5 
power chord. E 
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ONY IOMM! AND James Hetfield arrive for the 
Great Encounter decked out in black. No one seems 
Particularly surprised by their matching color 
Scheme, as it would be cause for concern if they 
didn’t look like twin executioners. Black, after all, is 
the official color of heavy metal royalty, and these 
are the kings of kings. 

Their similar attire notwithstanding, lommi and 
Hetfield’s demeanors contrast sharply. The dark- 
eyed lommi, with his meticulously groomed mus- 
tache and refined English accent, has the dignified 
bearing of a British nobleman. The blond, gravel- 
voiced Hetfield has the dour, hard-bitten aspect of 

ighting man. His gruff exteri 
however, disintegrates in a puff of worshipful 
smoke as soon as he greets Black Sabbath's leg- 
endary guitarist. 

“It's a pleasure to finally mest you, man,” Hetfield 
says with genuine enthusiasm. 

lommi is quick to respond with a volley of compli- 
ments. “My son bought me your last album, and it’s 
one of first recordings I’ve received in a long time 
that I can praise without reservation. | listen to it in 
my car all the time.” 

Hetfield beams at these unqualified words of 
approval from hard rock's original god of thunder. 
As the leader of Black Sabbath, lommi pioneered an 
entire school of dense, ominous, highly amplified 
music, which eventually became known as heavy 
metal. Though many guitarists experimented with 
power chords and distorted tone in the psychedelic 
Sixties, lommi was the first to turn these elements 
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into a personal obsession. 

The original Sabbath lineup—lommi, singer 
Ozzy Osbourne, bassist Geezer Butler and drum- 
mer Bill Ward—first coalesced in 1968 as Earth, 
playing pop and blues. One year later, the group 
discovered volume, overdrive and paranoia, and 
celebrated their find by adopting the sinister 
Sabbath moniker. Shortly thereafter, the band 
released Black Sabbath, the first of its series of 
hell-raising masterpieces on Warner Bros. Paranoid 
(1970), Master OF Reality (1971), Sabbath Bloody 
Sabbath (1975) and Heaven And Hell (1980), with 
replacement vocalist Ronnie James Dio, followed 
in fiendish succession. 

Despised by critics and ignored by radio pro- 
grammers, Sabbath and its special brand of doom 
and gloom nevertheless sold millions of records. 
lommi's radically detuned Gibson SG and his inven- 
tive soloing became the major source of inspira- 
tion for such guitarists as Edward Van Halen, Kim 
Thayil and, of course, the young James Hetfield, 
who went on to co-found the modern-day rock 
juggernaut, Metallica. 

"| discovered Black Sabbath by digging through 
my older brother's record collection." Hetfield recalls. 
"Their album covers really drew me in. I immediate- 
ly thought, '1 gotta put this on.’ And when I did, 1 
couldn't believe it. | was like, ‘Whoa! Heavy as shit.” 
Sabbath was everything that the Sixties weren't. 
Their music was so cool because it was completely 
anti-hippie. I hated the Beatles, Jethro Tull, Love and 
all that other happy shit.” 


Though Black Sabbath has had its ups and 
downs and endured numerous traumatic person- 
nel changes, Iommi and company are back, 
stronger than ever, with Dehumanizer. The 
album features a fresh lineup that includes Dio, 
Butler and veteran drummer Vinny Appice. 

“If you like songs like "War Pigs,’ then you'll 
like this one,” Iommi says. “There are a lot of 
heavy riffs, and it's real raunchy.” 

‘That invocation of the very appropriate terms 
“real” and “raunchy” isa good place to turn to our 
historic interview with guitar sorcerer Tony Iommi 
and his second-generation apprentice, James 
Hetfield, We convened in the booth of a seedy 
Manhattan bar, where the clientele remained 
oblivious to the presence, in a secluded rear booth, 
of two of rock and rolls greatest heavyweights. 


GUITAR WORLD: Tony, what were your earliest 
influences? 

TONY [OMMI: In the beginning I was primarily 
influenced by old blues records. Since liner notes 
on most blues 78's were either sketchy or non- 
existent, 1 never knew who half of the musicians 
were. I still don't. 

GW: What was your first band li 
IOMMI: There were six of us: the four original 
members of Black Sabbath plus a sax player and 
aslide guitar player. 

JAMES HETFIELD: Was that Earth? 

Iommi: That was before Earth. I think we called 
ourselves the Pop Top Blues Band, or something 
equally stupid. We eventually broke up so we 
could get rid of the sax and slide player. The four 
of us wanted to move away from the blues thing. 
GW: How did you make the jump from playing 
traditional blues to composing the heavy, riff-ori- 
ented music that characterized Sabbath? 

IOMIMI: Well, to be honest, we just became so fed 
up with people talking while we were playing 
that we said, “Screw it, let's turn it up so they 
won't be able to chatter?" /Taughs] The band just 
kept getting louder and louder, 

Gw: Did your new sound provoke an immediate 
reaction from the audience? 

IOMMI: Yeah. After we wrote “Wicked World” 
and “Black Sabbath.” we thought, “Well, we're 
going to have to try them out.” Whea we 
everybody in the club just froze. We had all these 
blues people saying, “What's that?” The reactions 
were very strong, both pro and con. But I think 
most pcople enjoyed what we were doing 
because they'd never heard anything like it. 
HETFIELD: Didn't you guys play “Blue Suede 
Shoes” for a while? 

1OMMI: Oh, you know that? We were getting 
ready to perform on a British television show, 
and played “Blue Suede Shoes” during sound 
check. Ozzy didn’t even know the words. He was» 
just goofing around while they worked on the 
camera angles and whatnot, They said, “Play 
something.” and we just played that. Somehow 
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it got bootlegged. I'm afraid our version is obscene- 
dy bad —no one should be subjected to it [laughs] 
‘GW: James, how did Metallica come to pioneer 
thrash metal? 

HETHELD: Like Tony, we also played cover tunes 
when we first started. We were really influenced 
by the New Wave of British Heavy Metal, which 
included bands like Venom and Diamond 
Head—underground stuff. We learned a bunch 
of their songs from a batch of obscure singles 
that Lars had collected. Most people thought we 
were performing originals—they had never 
heard any of the shit before—which was good 
for us! We took all the credit. Yon know: “Hey, 
you guys write good songs.” “Yeah, I know.” 
[laughs] We certainly weren’t going to tell them 
the truth 

Eventually we started playing everything 
faster because, just like with Sabbath, the crowd 
wasn’t paying any attention to us and that pissed 
us off. In L.A., people were just there to drink 
and see who was there and shit. We decided to try 
to wake everybody up by playing faster and 
louder than anybody else. 

Nervousness also contributed to our sound 
Lars was always nervous on stage, so he'd play 
faster and faster. That was a huge challenge for 
us, but nobody wanted to wimp out and tell him 
that he was playing too fast. We just figured, 
“Hell, we'll just play fast, too.” So it became 
part of a game. 


OMV: Yeah, I used to hate the sight of Oz 
couldn't stand him, and I used to beat him up 
whenever | saw him. We just didn’t get on at 
school. He was a little punk. It’s pretty amazing 
that he eventually became part of Sabbath. Bill 
and were looking for a singer, and we spotted 
this advert that said, “Singer looking for a gig. 
Call Ozzy at..." I said to Bill, “I know an Ozzy. 
It can’t possibly be that one.” Sa we went to the 
address listed in the ad, and knocked on the door. 
Sure enough, Ozzy appeared. 

1 said to Bill, “Forget it, forget it.” But Bill 
wanted to chat with him. We talked, and when we 
left I said, “No way, Bill, I know him.” Three 
weeks later, we ended up together. Life moves in 
mysterious ways. 

GW: What's your craziest Ozzy Osbourne story? 
IOMMI: | don't know—there are so many. 
[laughs] Wait, here's one. Actually, it’s quite 
funny. We were all in an elevator in this real 
plush hotel, and Ozzy decided to take a crap. As 
he was doing it, the elevator was going down to 
the reception floor. The door opened suddenly— 
and there was Ozzy with his pants around his 
knees. And all these people in fur coats were just 
staring at him with their mouths open. fuproari- 
ous laughter all around] 

HETFIELD: | heard one story, | don't know if this 
is true, that Bill Ward showed up to go on tour 
one time with his only suitcase filled with beer. 
10MIMI: Well, Bill never used to take many 


We became so fed up with people talking while we were playing that 
We said, ‘Screw it, let's turn it un so they won't be able to chatter." 
The band just kept getting louder and louder.” 


GW: Did you ever play any Sabbath tunes? 
HETFIELD: Not in Metallica, but | did in high 
school. I'd play Sabbath, Thin Lizzy and some of 
the heavier stuff at parties. 

GW: Tony, in the carly days of Sabbath, did you 
ever feel like you were competing with bands 
like Deep Purple and Led Zeppelin? 

1OMMI: Certainly. There was always competition 
between Zeppelin, Purple and ourselves. In fact, 
Robert Plant and John Bonham were from 
Birmingham, which was our hometown. We all 
knew each other, which made it worse. 

GW: Did you ever jam with Plant or Bonham? 
10MM Bonham got up and played with us a 
few times. In fact, he was my best man when I 
got married. The main thing | remember about 
John was that he was in an incredible number of 
groups. He'd only be in them for a week, and 
they'd get rid of him because he was too loud. 
He had this tremendous list of bands that he'd 
played with written on his bass drum case. 
Certainly a character! 

GW: Was it hard to play in a tough factory town 
like Birmingham? 

IOMMI: It had an effect on us. We were com- 
pletely surrounded by violence and pollution, so 
that was a big part of our music. We were living 
our music. 

GW: Weren’t you and Ozzy Osbourne actually in 
different street gangs? 


clothes at all. And when he did, he'd have two 
suitcases: one with dirty clothes and one with 
dirtier clothes. 

HETFIELD: And tights? 

10MMı: Oh yeah, he always had his red tights. 
HETFIELD: What do you think of his tights? 
10MMı: Bill was a character! He was voted the 
scruffiest, most untidy drummer in England. 
GW: Considering the competition, that was quite 
an achievement! 

10MMi: But it was Bill. He was our outlet, the 
one everybody picked on. I used to do terrible 
things to him. | actually set him on fire once— 
honest to God. We were recording Heaven And 
Hell [Warner Bros., 1980], and 1 asked, “Can 1 
set you on fire, Bill?” And he said, “Well, not 
now, not now.” So I said. “Okay.” and then for- 
got all about it. 

An hour later Bill said, “Well, I'm going home 
now. Do you still want to burn me, or what?" I 
said, “Sure.” So I got this bottle of petrol, tipped 
it on Bill, set fire to him and —voomph. I could- 
n't believe it! He went up like a Christmas tree. 
Well, he knew | was going to burn him, but he 
didn't know to what extent, He screamed and 
started rolling around on the floor. His clothes 
started burning and his socks melted—the nylon 
socks stuck to his leg. I wasn't able to help him 
because | couldn’t stop laughin; 

It was actually pretty serious; he had to go to 


the hospital. I felt really bad. He had third-degree 
burns on his arms and legs and everywhere. The 
next day his mother phoned me up and said. “You 
balmy bastard. It’s about time you grew up. Our 
Bill is going to have to have his leg off” She 
exaggerated bit. But things like that were a reg- 
ular occurrence with Bill. 

‘GW: James, many bands have modeled themselves 
after Metallica. How does that make you feel? 
HETFIELD: It’s like being bootlegged. You can't 
get mad about it, because there is nothing you 
can do. In a way, it's very complimentary —it's 
pretty flattering to think that people are taking 
the time to copy my style. When they get really 
close to ripping off actual riffs or parts of songs, 
that’ s when you have call them up and say, “Hey, 
what the hell are you doing?" [laughs] 

Actually, me and my buddy Bob were talking 
last night about how bands have gotten really 
competitive lately. I think it has a lot to do with 
last summer's Clash of the Titans tour. 1 didn't 
like the fact that Megadeth, Anthrax and Slayer 
were talking shit. Before, the attitude was more 
like, “Come on, buddy, let's jam.” We were fight- 
ing for the same cause—geiting our music heard. 
There doesn't seem to be any unity anymore. It's 
just too damn bad 
was really much the same in the early 
Seventies with us and Deep Purple. We were 
really concerned about who was going to sell 
more records or chart higher. And you'd say to 
yourself, “I hope they don’t.” 

HETFIELD: What kind of amps have you used 
through the years? 

IOMMI: I used Lancys for years. 

HETFIELD: What did you use for distortion’? 
ommı: Basically, | just used a little box called a 
Rangemaster, which boosted the input, Now 
they build that directly into amps, don’t they? 
Believe it or not, I went to several companies 20 
years ago and said, “Can you build this into an 
amp?” They all said, “Don't be stupid, nobody's 
going to want to buy something that distorts an 
amplifier.” I said, “Of course they will. If they 
like that sound, they'll buy them. If they don't, 
they'll buy your ordinary one.” And it took them. 
15 years before they realized what I was saying. 
In fact, Laney came to me later and said, “Now 
we know what you were talking about.” 
HETFIELD: How did you come to usca Gibson SG? 
10MMı: I played a Fender Stratocaster up until 
the first album. Then, just as we were getting 
ready to go into the studio, one of the Strat picl 
ups blew. As luck would have it, I had an SG 
lying around. I'd bought it as a spare, bul never 
played it. At first I was frightened, thinking, 
“God, I'm going to have to use this one now, 
T've never played it.” But it worked out fine, and 
T've used it ever since. 

HETFIELD: The same thing happened to me. I was 
playing a Flying V all the time, and one day the 
headstock broke. I had an Explorer as a backup 
guitar, and it just felt right. 

G ‘ony, didn't you replace one of the SG's 
pickups? 
IOMMI: Yeah. Over the years I've tried to 
ious guitar companies involved with me, but 
none of them really worked out. So I put t 
money up and bought my ow 
hired a fellow named John 
ever I needed. John, inci 


24-fret guitar. I had approached Gibson, and they said, “We can’t make a 
24-fret instrument, we're not interested.” As soon as they said “can’t.” T 
said, "That's it, I'm going to do it” So I got John, who wasa bit ofan eccen- 
tric. He made this guitar, which I’ve still got at home. Next I said, “This is 
great! Now we've got to design our own pickup” So we went through a 
period of trying different pickups. John wound each one differently. And 
when we found a pickup we really liked, we'd make a few that were very 
similar. They were never exactly the same, but similar. We were beginning 
to do quite well, although I was a lot more interested in my guitars than in 
making guitars to sell 

‘GW: James, were you ever interested in custom instruments? 

HETFIELD: Never. 

10MMII: The only reason I 
got involved in guitar- IF 


making was because CAVE: mia 


there were few alterna- (q 


tives to the mainstream 
companies. Now there are 
lots of guitar companies, 
pickups, effects and gad- 
gets to choose from. In 
the Seventies, there was 
nothing. 


HETFIELD: Do you downpick most of your rhythm parts? 

OM: Yeah, they sound heavier that way. The big problem 
with being the only guitarist in the band is that you have to 
work 


to keep the bottom from falling out. | tried all sorts 
like creating rhythm parts that would allow the low E 
string to ring as much as possible. And Geezer played an eight 
string bass Iped fora while. 

sw: Al people credit Edward Van Halen, you 
were actually one of the first guitarists to detunc to an Eb, 


which helped create your signature dark sound 
'eople would always tell me, “You can't lower the 
pitch of your strings, that’s not right.” I actually used several 
different tunings. I would try anything. Occasionally, I'd tune 
as much as three semitones down for Ozzy because he couldn’t 
hit certain notes. 

HETFIELD: Wow! So you tuned down to a C sharp or something? 
IOMMI: Wed try anything to make our sound heavier. 
HETFIELD: Wasn't it hard to stay in tune, especially since you 
use .008's 
Tommi: It was. Particularly with my Gibson, because the neck 
would shift. 

HETFIELD: On the other hand, the combination of light strings 
and detuning must’ve made it easy for you to bend sirings and 
apply vibrato. 

IOMMI: Actually, I had to use light strings. Thad a work-related accident in 
the early-Sixties that cut off the tips of my fingers. As a result, 1 can't bend. 
heavier strings. I can't even feel the strings. /displays his amputated fin- 
gers] See, this one’s cut off, and that one’s gone off that way. 

HETFIELD: /visibly shaken] Wow! 

10MMI: Suddenly, 1 had to develop a new way of playing. Ironically, I had 
the accident on the same day that I was supposed to quit my factory job to 
tour Germany with this group. So when I started playing again, I had to 
devise a new way. I used to play a lot with my forefinger and pinky because 
the two middle fingers were bandaged up. I learned to use and bend with 
my little finger a lot. 

HETFIELD: You never tried using your right hand? 

10MMı: Well, I tried, but it was too difficult. I was too impatient to try play 
ing the other way—1 just couldn't get the hang of it. As you can imagine, I 
had to Icarn to play standard chords in very unorthodox ways. Then 1 cre- 
ated these plastic thimbles that extended the length of my fingers, which 
allowed me to play in a normal fashion. 

HETFIELD: Why do you need the thimbles? Why can't you just use your 
shortened fingers? 

IOMMI: There's only one layer of skin that covers the bone. Sometimes 
when I'm playing with the thimbles they come off — sshhh! 

HETFIELD: Ouch! 

‘GW: So basically, the accident indirectly led you to develop this completely 
unique style. 

1OMMI: Yeah. | thought I was finished, because I went to different spe- 
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cialists and they all said, “Forget it” Then a friend of mine bought me a 
record by jazz guitarist Django Rheinhardt and told me to have a listen. 
I said, “He's really good” Then he told me that Django was able to use 
only two fingers. It started me to thinking, "Well, he was able to do it. 
I'm gonna have a go at this” And that’s what sort of started me on the 
way again. 
HETFIELD: Did you ever think it would be cool to have another guitar play- 
or in the band? 
IOMMI: | wouldn't mind it now, but my first experience with the slide 
player T mentioned earlier was so bad that it left a sour taste in my mouth. 
He was louder than me, and 1 felt like we were constantly competing with 
cach other. Actually, Queen's Brian May has played 
with us. 
g HETFIELD: Oh, really? 
» Iommi: He's the only other guitarist I've really 
played with. We've done a lot together over the years. 


and I've really enjoyed it. 
GW: James, il must be nice to have another guitar player in the band. Does 
Kirk offer suggestions when you get stuck for ideas? 

HETFIELD: We're a weird pair. We're not as close as two guitar players in 
a band usually are, We know our limits with each other. He plays the 
solos, He can play solos and I can’t. Actually, I can solo, but I tend to play 
your standard boxy, blues shit, which I dig. I play all the rhythm tracks, 


and most of the main melodic lines, and Kirk just comes in and does the 
solos, 


/ what were your main responsibilities in Sabbath? 

IOMMI: | usually wrote the riffs and Geezer wrote the words. We credited 
everybody because we didn't want to create any competition or ill will in the 
band. We wanted everyone to share in the band’s success equally. It went on 
like that for years until Ronnie [James Dio] came in. Unfortunately, my role 
began to grow. It just became accepted that I was responsible for booking the 
studios, producing the record, organizing everybody's lives. It pretty much got 
out of control. 

HETFIELD: So you had a major role in producing Sabbath. 

10MMı: Yeah, but I wasn’t really thrilled with the responsibility. The band 
would come to me and say, “We need a studio. Well, you know about it— 
which one should we get?" And then they would say, “We don't want any 
outside people coming in. We'll do it ourselves” And “ourselves” always 
ended up meaning me. I didn’t mind itat first; in fact, | enjoyed it to a point. 
But it's hard when you start getting too bogged down. All I wanted to do 
was play and be part of the band. I didn’t necessarily want to sit at a 


mixing board all night. Ultimately, though, it” s probably better to do it 

yourself than leave it up to a stranger. 

GW: James, how does Metallica function 

HETFIELD: We have two people trying to run the band—me and Lars—so 

we're arguing all the time. The other guys are just like, “Whatever, just put 

the thing out.” Sometimes I think it would be a hell of a lot easier if there 

was just one of us, but we're a little too stubborn for thal. 

GW: The latest Metallica record, [Metallica], sounds great. Its a classic 

example of a band working well with an outside producer, 

HETFIELD: It worked well because the roles were made very clear. We 

brought Bob Rock in to create a great-sounding record, but we didn’t want 
i sing with our songs. We wanted Bob to take care of the engincer- 

ing so we could get a little looser with the songs. Still, Lars and I had a real 

difficult time staying out of his hair. Bob definitely got ruffled quite a few 

times, but I think he'd do it again. 

GW: Tony, are you meticulous in the studio? 

10MIMI: Well, the first album went really quickly. 

HETFIELD: Yeah, same with us, Our first album was recorded in no time. We had 

rehearsed all the songs a million times. And played them five a trillion times. 

GW: Is it truc that the first Black Sabbath album was recorded in only 

cight hours 

IOMMI: Yes. On an eight-track machine. 

HETFIELD: You beat us! 

1OMMI: And the next album, Paranoid, was done in only a few days. That 

was a long time for us; we didn't know anything about studios. Having 

three or four days to do an album was a complete luxury. But it got worse. 

The longer we had, the longer it took. The more success you have, the more 

you start fussing over details, and it takes longer and longer. 

HETFIELD: If you don’t try everything, it’s like, “We could’ve done that!” 

It’s better to regret doing it than not doing it. 

IOMMI: We also became very lazy and self-indulgent. We'd record in 

Miami or L.A., and everybody'd be down on the beach. “Should we go in 

today? No, definitely not. We'll go in tomorrow.” It got like that. And then 
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A worse incident happened in California. When we arrived at the gig, 

there was a red cross painted on our dressing room door, so we figured, 
“This must be the room!” /laughs] When we were playing, my amp start- 
ed crackling. I got so pissed that 1 walked off the stage. As I was walking 
off, some guy with a dagger lunged at me and tried to stab me. As it tumed 
out, the cross on the door was written in his blood—he had cut up his hands. 
As they dragged him away he called us "Satanists!" 
GW: Do you ever worry that your music may affect people in a negativo way? 
IOMMII: There have been bad ones. I think the Son of Sam murders were 
associated with us, because he recited words from our songs when he killed 
people. So, of course, we got dragged into that court case. In England, a 
nurse committed suicide, and they found Paranoid on her turntable. They 
took that into court and played it to sce if there was any possibility that the 
music drove her to kill herself. 

But, you know, we're used to that. It's been that way since we started. 
You wouldn’t believe some of the letters we've received, and some of the 
people that have turned up. Admittedly, in the early days of the band we 
were involved with the head witch in England. He used to come to shows 
and try to get us to attend his meetings. We checked into some of it out of 
natural curiosity, but none of us were ever seriously involved with witch- 
craft or the occult. 

GW: James, are you aware of being a role model? 

HETFIELD: Yeah. Interviewers always ask for your opinion about this or that, 
but I’m just an artist doing what I like to do. Ifanything, we’ve been telling 
the kids to think for themselves. People say, “You're a role model for these 
kids so you'd better tell them what to do.” Hell, no onc told me what to do. 
I hate people telling me what to do! 

GW: Both of you have had to deal with personnel chang: 
that kind of change usually positive or negative? 
HETFIELD: It depends on the circumstance, of course. Trying to find some- 
one new when Cliff Burton died was like, “Man, this guy had better be 
good.” We chose Jason because he can write, he’s really energetic, and he 
can down-pick as fastas me. [laughs] You never know whether you're mak- 
ing the right choice, but getting new blood sure 


in your band. Is 


you end up taking six months, and you're not really doing anything apart 
from telling jokes, We fell into that trap a few times. 

GW: Tony, when guitarists began using speed-picking and tapping, did you 
feel any pressure to keep up with the times? 

IOMMI: | felt that was good for them, but not for me. I’m not that sort of 
guitarist—1'm from the old school. I think if I started doing it, it would 
sound corny. 

‘GW: Why do you think Black Sabbath became a punching bag for the crit- 
ics? Millions of people loved yon. 

IOMMI: Millions of people hated us as well. Probably more hated us. A lot 
of journalists literally hated the sight of us. And it was pretty unusual, real- 
ly. I think we were the band to pick on from day one, because we went 
against all the things we were supposed to be. Everybody picked on us 
because we were “Satanic.” The church went against us in a big way. 
HETFIELD: Did you ever have to cancel any gigs because of protesters? 
IOMMI: Well, the church stopped a few gigs from happening. One case was 
quite funny. A church ran a thing in the papers for weeks before a sched- 
uled performance that said, “If you let these lads into town, you're com- 
mitting a sin.” Anyway, they managed to stop us from playing. And the next 
day that church, for some reason, burned down. /laughs/ And guess who 
got the blame? The uproar was ridiculous! 

We get it from the other side, too. One night, after finishing a show. we 
returned to the hotel and found the corridor leading to our rooms com- 
pletely filled with people wearing black cloaks, sitting on the floor with 
candles in their hands, chanting, “Abh-hh.” So we climbed over them to get 
to our rooms, but could still hear them chanting. We called security, but that 
didn’t work. So we synchronized our watches, opened our doors at the same 
time, blew the candles out and sang “Happy Birthday" to them. Pissed "em 
off. They freaked—they were expecting us to help them conduct a Satanic 
mass and they got “Happy Birthday” instead. 


peps you up. 
GW: Did Jason get any shit in the beginning? 
HETFIELD: He still docs. He’s been in the band 
longer than Cliff’ was, yet he’s still the new guy 
and it won't change until there's another new guy. 
GW: What do you think, Tony? Sabbath has been 
through many changes. 
TOMMI: When Ronnie replaced Ozzy, he defi- 
nitely injected a lot of positive energy. Ozzy had become predictable. 
Ronnic hada completely different approach, and I think we worked well as 
à writing team. I never sat down to write with Ozzy, which is a shame. 
‘GW: James, has it been difficult for Metallica to grow together? 
HETFIELD: [with an intimidating voice/ What are you trying to say? Are you 
trying to get me to fire people? 
GW: /turning pale] No, no. Not at all. 
HETFIELD: Don t worry, I know what you're getting at. /laughs] 
IOMMUE: My role inthe band was to play big brother. If there was a party hap- 
pening, I wasn't able to go because T had to set an example. I never wanted 
that role, but somehow I got it. It a nasty job, but somebody's got to do it. 
HETFIELD: No doubt. We're pretty open as a band, and we tell each other 
straight up, "That's fucked up.” We're pretty sarcastic also. We know each 
other really wel mean, shit, we basically grew up together. 
IOMMI: We never, ever, had that, We couldn't even exchange riffs. It's only 
now that Geezer will come to me with riffs and say, “What do you think of 
this?” “Bloody hell, that’s great.” And it’s good. With our current lineup, 
we're more at the stage you're at now. We can talk about things, whereas in 
the past we weren't able to do that. All the years we've been together, we 
were never able to say, “You're playing crap" or “Do this instead of that.” 
Its gotten much better. 
HETFIELD: It’s got to be honest and open. You're working for the same team. 
We ain't playing games here. If something's wrong, speak up. And we do 
yell at each other. We expect a lot from each other. We all know each other’ 
shit, Kirk plays great lead solos, and he’s kind of a quiet guy. so he doesn't 
big stink. Jason's nuts on stage, he shines there. |: 
an hour during interviews and likes the business part 
buy "em beers. laughs] That's what I fucki 
Tony, do you ever listen to your old stuff? Do y 
10MMi: Sure. Occasionally we'll 


J 0 e Satri an | a d THEY ARE TWO of rock’s most celebrated guitarists, but once 
they were teacher and student. Today, Joe Satriani and his for- 


his onetime pupil mer star pupil Kirk Hammett are old friends. Upon meeting at 


Hammett's spacious Berkeley, California, home, the two men 
exchange greetings and quickly catch up on each other's lives— 


Ki rk H a m m ett the biggest news being the recent arrival of Satch's first child, 
J Zachariah. But it doesn't take long before the focus of their con- 


versation turns to their mutual obsessions: the guitar and, more 


together again, specifically, Jimi Hendrix. 
had much to say 
about GU ITA RS, things for silly little things.” 


"I was only six years old when | first became aware of Hendrix,” 
Hammett recalls. “I was probably more interested in his album cov- 
ers than his music. 1 remember thinking that the jacket art of Are 
You Experienced? was amazing. As a kid you tend to overlook big 


“I just remember hearing Hendrix's music coming from one of 


2 guitar PL AY | NG and those big Magnavox music systems, and the whole room started 


doing tunnel vision.” says Satriani. "I walked towards the speaker, 


SONGWRITING ethics, ER music completely warped sy brats avd 


from then on I was completely pyschedelicized. It was like some- 
thing happened inside of me, and I never heard anything the same 


by Steffan Chirazi after that.” 


“He was like [jazz saxophonist] John Coltrane—one of musics 
true innovators,” adds Hammett. "He invented a whole new way of 
composing and recording.” 

“Plus he was a snappy dresser!” injects Satriani. Hammett grins. 

They adjourn to an upstairs room where, amidst a porta-studio/computer setup. a conver- 
sation begins in earnest. Out of deference to his former guru, Kirk enthusiastically volunteers 
to conduct the interview. Satriani immediately picks up a guitar, which he proceeds to strum, 
pick and pluck throughout the entire chat. 
KIRK HAMMETT: Joe, tell us about your early days—before your first solo album, Not Of This 
Earth, was released on Relativity. 
JOE SATRIANI: | was playing around San Francisco with a band called The Squares. We were 
real serious about what we were zoning in on. We thought we were really unique. 
HAMMETT: How much of your early material from The Squares made it onto your solo albums? 
SATRIANI: None of it. "Can't Slow Down" [Flying In A Blue Dream, Relativity] would've bean a 
really good poppy, psychedelic, Squares-type song. We liked bands like the Gang Of Four and 
The Police—we were influenced by anybody who did great pop. We were really prolific. If we 
played a song at a club on Friday and it went down badly, it was outta there and we'd start 
something new in rehearsal the next day. 
HAMMETT: Metallica works in the opposite way. We usually start by going through tapes of 
riffs and rough ideas. Then we take the cream of the crop and develop them until we end 
up with something we like, We never throw out songs. We just hammer away until we have 
a finished product. What it does is leave a lot of left-over riffs—but not songs. 

Joe, what are your feelings about the current guitar scene? 
SATRIANI: There's a lot happening right now. Anti-technique is back. 
HAMMETE When you say “anti-technique,” are you referring to Nirvana? 
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T SATRIANI: [t could be anyone in the Top Five, 
from Billy Ray Cyrus to Nirvana, No matter 
whoit is, they are part of a never-ending cycle of 
action and reaction. But my feeling is that you 
shouldn't follow trends just to follow them. It's 

: L LE better to be 100 percent committed and dead 


wrong. More than likely, one day you'll find 
yourself on the side if. stick with what 


“KIRK had a tremendous appetite MTS 


HAMMETT: | agree with that. It’s better to stick to 


what you believe in. But getting back to the 
forall soris of. SCA L ES; stion of technique vs. anti-technique, I think 
ž one of the reasons there's this continual cycle of 
and his edi knew the styles is because musicians get tired of hearing 
more quickly than the public. It seems 
DIFFERENCE between them.” musicians are always doomed to rebel against 
E popular trends. Guitar players in the Ninctie: 
Joe Satriani seem to be reacting against the technique-ori- 
ae ented Fighti 
SATRIANI: But it's too bad that guitarists feel 
they have to reject the whole school of technical 
playing. There are guitarists who reach their 
artistic heights through technique. Other people 
c just better at writing three-minute songs. 
GUITAR WORLD: Jamming seems to be a lost art. 
HAMMETT: We toured with the Black Crowes 
brielly in 1990, and they were the only band Id 
ever see play a blues in E for 15 minutes. 1 have 
the utmost respect forthem, They played in front 
ofa Russian audience that didn’t even know how 


to react to any of us, and | was amazed that peo- 
ple really liked it. 

Obviously, if you go to a blues or jazz gig the fans 
are more accustomed to the long instrumentals. 
SATRIANI: God, yeah. Blues fans wanna see you 
do it. When you play a blues gig, you really h 
to spill some blood! 

HAMMETT: | remember sceing you play a phe- 
nomenal improvised solo in concert using con- 
trolled feedback. | always wanted to compliment 
you on that, It's so hard to find the right spot at 
ihe right volume where a note will f 

the right wa 

SATRIANI: Arc you familiar wit 5 
formance at Monterey? He did the most beauti- 
ful feedback solo I've ever heard in my life! He 
plays a symphony there, it’s just unbelievable, 

A funny story from when I played with Mick 
Jagger on his solo Japanese tour: “Fo: 
was part of the set. The hardest part of playing 
that song is getting the opening bit of feedback to 
sustain properly. The only way I could do it was 
by kneeling down in front of a cabinet while 
leaning back on my ioes in this really uncon 
fortable manner. Then I would have to wait for 
Mick to take it from that point. This one night I 
was stuck in this uncomfortable position for over 
a minute, looking at Mick. I was about to get des 
perate because | was starting to cramp, when 

E: zd suddenly I just fell back right into the speaker, 

E h created a sudden WEEEEEEE- 

E BOOOMPH! It was pretty funny. Of course, 
Mick had no idea what was going on; he proba- 
bly thought I was just improvising or something. 
GW: Joe, I've heard you say that when you were 
teaching, you were able to see where the next 
'eneration of players was heading. 
SATRIANI: Oh yeah, it was very cool because you 
sce things starting way before the public ever 
hears them. When Steve Vai was taking lessons 
from me, he was already beginning to work on an 
"Eruption"-style thing. Suddenly, I discovered 


lots of students messing around with tapping. 
Then Eddie Van Halen came along and put it all 
into context—adding some real dynamics and a 
few other elements. It was the same with you, 
Kirk—1 heard the evolution of thrash before any- 
one knew what it was. 

HAMMETT: Remember when 1 introduced you to 
that Yngwie Malmsteen demo? I was like, “Hey 
Joe, check this out!” “Dark Star” was part of the 
demo, and we just sat there and listened to it over 
and over. And in two years everybody was doing it. 
SATRIANI: Yeah, that style was assimilated so 
quickly, and then it just suddenly peaked, 

GW: So both of you basically agree that 
Malmsteen did have his unique and supremely 
talented day. 

HAMMETT: He was great, but it wasn’t entirely 
new because people like Ulrich Roth were dong 
it before him. 

GW: Kirk, what were you looking for when you 
took lessons from Joe? 
HAMMETT: How to achieve cı 
used to bring him guitar solos and we'd go 
through them and tear them apart. 

SATRIANI: Kirk had a tremendous appetite forall 
sorts of scales, and his ear knew the differences 
between them. 

HAMMETT: We also uscd to discuss everyday 
life. When I first saw you play, I remember think- 
ing it was a crime that you weren't making 
records and touring. When | saw your rise— 
which was pretty quick—I was very, very happy. 
SATRIANI: From my point of view, my rise was 
actually pretty slow. 1 recorded Nor 
Of This Earth [Relativity] between 
1984 and '85, using a credit card, 
and it didn't come out until '87. That 
was two years of waiting right there. 
1 was on the edge for a long time. I 
had absolutely maxed out my credit 
card, and had no real money coming 
in until I joined Greg Kihn's band. 
[San Francisco musician Greg Kihn 
had several hits in the early Eighties, 
most notably “Jeopardy —GW ed] 
I got the call from Greg the same 
week the credit card company start- 
ed threatening heavily. I went in, 
played, got some bail-out money. It 
was funny, because whenever I played Nor Of 
This Earth for the band, they were thoroughly 
unimpressed. 

Right around that time I also got an audition to 
join a hard rock band called Giuffria, But then I 
realized they were this “hair” band, and I wasn’t 
into that at all. I wanted to make that immediate- 
ly clear. I had very short hair then, and when I 
went down there to play they were kind of cyni- 
cal, too. I must’ve looked incredibly “Bay Arca” 
to these L.A. guys. 

So, to me, it never really seemed like a mete- 
orie rise. When Surfing finally became popular in 
1988, 1 felt a mixture of achievement and relief. 

> HAMMETT: Joc, would you say your music is 
spiritually driven? 

SATRIANI: I’m always trying to reach people 
with a message: it’s important for me to spread 
mething positive. I have a responsibility to get 
all those emotions out and across to people, 
from my spirit to somebody clsc's. For example, 
I could never write a song like “Cop Killer” by 
Body Count. That goes against everything I 


rtain sounds. I 
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stand for in terms of being a performer. | couldn't 
go out in front of thousands of people and 
encourage violence. 

I've been a performer for a long time. You have 
this power open to you: if you want people to clap 
their hands, they will; if you want people to shout, 
they will. I know I can create a domino effect of 
good will, and help people get through a negative 
experience by confronting darker emotions 
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Neem to be reacting againsyr 


—Kirk Hammett 


But to go out and endorse violence in the same 
way you'd say “everybody put your hands 
together" is going beyond the limit. Why risk 
even one person getting killed? Is creating con- 
troversy to further your career that important? 1 
mean, let’s be honest—Kirk sells records, I sell 
records and so does Ice-T. But I wouldn't use that 


platform to spread a message like “kill the 
police.” I mean, he can take out an ad in The New 
York Times, he can speak on cable public access 
TY, he can do whatever he wants. Butif he gets in 
front of a crowd and talks about killing people... 
GW: Do you feel any obligation to say things on 
stage like, “Get out and vote”? 

SATRIANI: No, | don’t bother with that. I just live 
my life as an American citizen and do my bit in my 
own way. When people have spent hard-earned 
money to come and sce me play, they don't want to 
hear a preacher. And I don't want to be one. I come 


les.” 


to play! I want to spread good vibes with my 
music; that’s what Joe Satriani is all about. And to 
answer Kirk's question, that is how 1 express my 
spirituality. That’s all I’m concerned about—mak- 
ing my music a deep and rich experience. 

GW: Kirk, do you feel the same responsibility 
that Joe does? 

HAMMETT: Well, | think Ice-T takes it for grant- 
ed that "Cop Killer” is just a song—that it's 
merely entertainment, I’ve never talked to him 
about it, but hes actually very mellow and very 
personable—which surprised the hell out of me. 
SATRIANI: Which makes it all the more 
frightening! 

GW: But what's the difference between Robert 
DeNiro playing a psycho on the big screen and 
Ice-T portraying one on stage? 

SATRIANI: There's a big difference between 
being an actor and being a musician, Musicians 
have more responsibility because they're seen as 
being there just to play music, whereas it is taken 
for granted that an actor is a character, And do 
you know what? The Body Count record sucks! 
When that whole controversy broke, nobody 
reviewed the actual record. I mean it’s admirable 
that he’s trying to fuse rap and thrash, but hey, 
knock-knock, hello—the record sucks! Shouldn't 
that be the énd of it? Nobody commented on the 
music, the songs, the performances. 

Let me tell you a story. I was told about this 
guy, a Flying in a Blue Dream fanatic, who 
came from a troubled home. His two favorite 
songs were “Flying in a Blue Dream” and “I 
Believe.” Whenever he met some- 
one, he'd play them those songs and 
talk about what the music meant. 
‘These two songs were his salvation. 
So I guess this guy went home to 
finally try and confront his family 
problems and all that kind of stuff, 
and he wound up dying in a mystc- 
rious car accident. They ended up 
putting a tape of it in the coffin, and 
his whole family remembers him 
through that song “I Believe.” Can 
you imagine what it felt like for 
me—sitting at home, working on 
guitar, looking after the baby—to 
hear about that? 

We've had situations like that too. 
This guy’s theme song was “Nothing Else 
Matters.” He ended up dying in a car crash while 
he was drunk. The lyrics to “Nothing Else 
Matters” were put on his tombstone, which is 
pretty heavy. 

SATRIANI: The point is that people take your 
music and end up using it in the most profound 
way. And you can never think of abusing that 
privilege of communication between people. 
GW: Where does guitar go from here? 
HAMMETT: I think technology's going to be even 
more prevalent in guitar. Industrial music is get- 
ting more and more popular, as bands like 
Ministry and Nine Inch Nails and Godflesh are 
bringing computers to the forefront. 

SATRIANI: I agree with Kirk. But whatever style 
comes in vogue, there are always gonna be peo- 
ple who stand up and say, “That isn’t soulful 
enough,” and retain a traditional sense. Things 
always go in circles. 

HAMMETT: I ihink the world is ready 
Hendrix. 
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The inside story of the tragic death of Metallica bassist Cliff Burton, from the book 
Metallica Unbound: The Unofficial Story by K.J. Doughton 


HE SUMMER OF 1985 gave Metallica 

an opportunity to rest up and begin 

throwing concepts for their next album 

around. The relaxation was short-lived, 

however, as they embarked on a series 
of festival appearances. First up was the August 
17 Castle Donnington Monsters of Rock festi- 
val in the U.K., where Metallica was scheduled 
to play before 50,000 English fans. Since no 
gigs were planned in Britain besides 
Donnington, and a complete tour crew hadn’t 
been assembled, guitar tech John Marshall 
assumed responsibility for shipping the band's 
gear and equipment to London and chauffeuring 
them around Great Britain 

“All the guys were always in the 
back, getting piss drunk.” he told an 
interviewer years later, recalling the 
band’s excited response to arriving in 
England. “Cliff was in the front, 
crankin’ the stereo and pounding on 
the dashboard. I’d stop to look at a 
map, and theydall stagger out to take 
a leak, after which I'd have to round 
them all up and kick ‘em in the ass to 
get back on the bus.” 

At Donnington. Metallica was 
scheduled fourth on a bill that includ- 
ed ZZ Top, Marillion, Bon Jovi, Ratt 
and Magnum. Metallica fans crowed 
over the fact that the band was billed 
above Ratt, the innocuous Platinum- 
sellers from image-conscious L.A. 
Hetfield, mindful of the strong con- 
trasts between the bands, remarked mid-way into 
Metallica’s set, “If you came here to see spandex, 
eye makeup, and the words ‘Ooh, baby’ in every 
fuckin’ song, this ain't the fuckin" band!” 

Once they were back on home turf, the band 
prepared for Oakland's Day on the Green festi- 
val. A crowd of over 60,000 was expected for 
the day-long affair, which was to be held on 
September 30. Metallica did not disappoint their 
fans. Their Day on the Green performance was 
a “hometown-boys-make-good” celebration, 
and served as a much-needed antidote to the 
overbaked posturing of some of the other acts on 
the bill: Yngwie Malmsteen, Ratt, Y&T and the 
Scorpions. Y&T, which at one time ignited the 
Bay Arca music scene with such impassioned, 
all-American hard rock albums as Struck Down 
and Earthshaker, now wore silk suits and were 
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accompanied on stage by a bulky, plastic robot 
mascot. In stark contrast, Metallica dressed in 
torn jeans, mingled with fans and downed beers 
before awakening the sun-baked California kids 
with a bone-crushing set. Highlighting Ihe per- 
formanee was a tight rendition of “For Whom 
the Bell Tolls” and Cliff Burton's throbbing bass 
solo (both of which appear on the video compi- 
lation Cliff ‘Em All) 

This Day on the Green appearance also 
marked the first of Hetfields many harsh 
encounters with Bill Graham, the legendary Bay 
Area promoter. Graham, a consummate profes- 
sional who did not suffer fools gladly, read 


kind of what we used to do at our house in El 
Cerrito. We'd take all the furniture out of the 
place and throw parties, so you could get wild 
without breaking anything. It there was some- 
thing there, it would get broken. So basically, 
we were treating the trailer like our home. But 
Bill couldn't understand how we could treat 
things like that." 

The day after the Day on the Green show, 
Lars and James jumped on a plane to 
Copenhagen, Denmark. where thcy planned to 
lay down drum and guitar tracks for their forth- 
coming album, Master of Puppets. in the famil- 
iar confines of Sweet Silence studios. They 
were joined after a few days by their 
Metallica comrades, who'd enjoyed 
some more time resting at home. 

In late December, Metallica came 
home for the holidays. Feeling rest- 
less, they took a gig opening for YET 
Sacramento. Then, on New Years 
Eve, they headlined a powerhouse 
hardcore metal marathon at the San 
Francisco Civic Center, which also 
featured Exodus, Metal Church and 
Megadeth. It was a bill made in 
thrash-metal heaven, but the event 
took an upsetting turn during the 
induction of the new year: 

“AL the end of the gig we were pret- 
ty fucked up, with the countdown and 
all the balloons dropping and cvery- 


Hetfield the riot act after the guitarist trashed 
Metallica's backstage trailer. 

“Me and some of my rowdier friends were 
getting drunk and we started a food fight,” 
laughs Hetfield. “Then someone got the idea to 
throw some fruit at this vent that went into the 
next trailer. We figured that when the fruit hit 
the vent, it would explode and spray all over 
whoever happened to be in there, So we were 
throwing all these things, and it got down to avo- 
cados, which were all that was left. The only 
problem was, the avocados wouldn't go through. 
So we took baseball bats and kinda smashed the 
vent apart. Then we went off on the furniture. 
Basically, the whole trailer got demolished” 

Graham was not amused. Hetfield was called 
into the promoter’ office and scolded. “What 
happened in the trailer” reflects James, “was 


thing,” recalls Hetfield. “We were 
singing, and we basically wanted peo- 
ple in the crowd to sing along. But | couldn't get 
the mie off the mie stand to throw it out. So T 
tossed the whole mie stand. The big metal base 
on the bottom kinda cracked some kid on the 
head. I guess he wasn’t lookin" or something. He 
went to the first aid tent to get bandaged up, and 
then we took him backstage. We were really giv- 
ing him the works: champagne, T-shirts, that 
kinda stuff, hoping he wouldn't suc us, buta few 
weeks later, we got a call from some lawyer say- 
ing he was suing us anyway. We said, ‘Fuck you. 
Give us our shirts back, Ha, ha! 

Upon hearing of the incident, promoter 
Graham once again summoned the trouble- 
making Hetfield to his office. “He got kinda 
Tough with me,” confesses James. “He couldn't 
understand how a band could be so violent. He 
wasn’t into the whole 


he was alrchl Sixties) hippie-typ Buy. He was) 
things, but he just couldnt understand i. [||| | 
xit of hig office, and he told me he wasn T, ZTA enim Wir Site other three Metallicą miembeis announced Yo.the 
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! reity orjen-mindod about 

FI remeinber he tl 

gonna book jus amy nore’shows} thought, “Damn, He's the oily guy that\ 
‘ah book bands in the Bay Atea- Basically. he held ail the cards, so I hai 
to go back o him—ahd he wanted me ta erai. So I vent back in and told 
hr “Hey we're young and we"fedioing this-bedause it's whatwe feel-And 
1 don't think you can do anything wrong if yoli feel it. We're young and 
we're learning. And he understood that, and side "Okay. " 
‘After Hetfield patched things up with Graham, Metallica returned to 
Denmark to polish up their new album and third overall, Master of Puppets, 
which was the product of five difficult months of studio effort. There were 
the trademark fast songs like “Battery” and “Damage, Inc..” which reprised 
the “metal is the message” attitude of older songs like “Whiplash” and 
“Metal Militia.” But there were also several extended musical marathons, 
like the title track—a hellish tale of drug abuse. 

Master of Puppets continued down the same progtessive path taken by 
its immediate predecessor, Ride the 
Lighting. The new album was glued 
together by a cynical theme: the manip- 
ulation of the powerless by some sinis- 
ter, all-knowing group. Its cast of unsa- 
vory characters—oily preachers, drug 
addicts, asylum inmates. mythical sea 


monsters and order-barking generals 
seemed the product of a distrustful, 
ultra-paranoid mindset. 

“We've been observing the way peo- 
ple get fucked around, sometimes with- 
out even realizing it!” Lars explained 
during a fan club interview. “Many 
songs on this record explore various 
forms of manipulation.” 

Bassist Cliff Burton elaborated fur- 
ther on Master of Puppets: “The title 
song deals, for the most part, with the 
kind of things that happen when people 
get dependent upon drugs. ‘Disposable 
Heroes’ examines the military. 
Personally, I would say the ‘master’ of 
this whole thing is fate. Viewing drug 
dealers as being ‘masters’ is to look at it 
very narrowly, because they're just ped- 
dling their wares, I’m not really sure 
how James, who wrote it, looks at it. 
The way I see it, everyone gets ground 
under the wheels. Whoever is on the 
playing field is fair game, and it’s up to them to avoid being used.” 

Master of Puppets was released on February 21, 1986. It immediately 
entered Billboard's Top 30, and soon was certified Gold. It was clear that 
a spot on a high-profile tour bill would be the one thing that could push 
the band even higher into the stratosphere. As it turned out, the band would 
not have to wait long. 


ETALLICA WAS SOON invited to open for Ozzy Osbourne, on 
the ex-Black Sabbath vocalist’s Ultimate Sin tour. James 
Hetfield had long been able to hypnotize club audiences with his 
steely gaze, but there was some doubt as to whether he'd be able 
to do the same in arenas. But these doubts were soon dispelled: 
When he chanted “SEEK AND...” the huge crowds on the tour responded 
with a deafening “DEEEEESTRRRROOOYYY” It was clear that these 
concertgoers had known about Metallica for a while. 
Things went exceptionally well on the tour until Hetfield suffered a seri- 
ous injury, Guitar tech John Marshall remembers relaxing behind an 
amphitheater in Evansville, Indiana, where the band was scheduled to per- 
form. "I saw Bobby Schneider, the tour manager, with James who had this 
pained expression on his face. Obviously, he'd hurt something pretty bad. 
Then Kirk ran up to me and said, ‘You might be playing rhythm guitar for 
us tonight!” I thought, “Gee, okay, not taking him seriously.” 
Marshall took the situation far more seriously when he learned that 
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"The band? No way! There ain't no 
band. The band is not ‘the band’ 
right now. It’s just three guys.” 

—James Hetfield 
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ville. whete the following evening's shi 
scheduled, James 'stumbled-back tohi 
bandmates together. It was quickly determined that Hetfield, his arm cov- 
cred by a cast and requiring weeks to heal, would be unable to play rhythm 
guitar. Metallicas management, Q-Prime, had already informed the band 
that forfeiting the tour would mean losing a considerable amount of 
money. Beyond the cash factor, there was another issue: Mctallica's 
integrity. The band panicked at the thought of another round of angry boo- 
ing. But James detailed a scenario that would allow Metallica to continue 
the tour: He would simply sing, while a replacement rhythm guitarist 
would assume power-chord duties. Among the names tossed around as a 
possible stand-in was Anthrax's Scott lan. However, the honor ultimately 
went to a different candidate: the ever- 
reliable, battle-scarred road dog extraor- 
dinare, John Marshall. 

“The decision to have me do it,” John 
explains, “was based on the fact that 1 
knew all the parts. After all, | was the 
band’s guitar tech. So while this other 
roadie drove the truck to Nashville, 1 
played guitar along with the Master of 
Puppets tape. The whole time 1 was 
thinking, ‘Whoa, this is gonna be a trip?” 

When the band arrived at Nashville’ 
Hyatt Regency Hotel later that night, 
James coached the anxious “fifth mem- 
ber" through various tricks of the rhythm. 
guitar trade. When Metallica took the 
stage soon afterwards, John was hidden 
in a small compartment alongside the 
PA. system, several fect behind the band. 

“The first night | played about five 
songs,” he recalls. “I think the band was 
afraid it wasn't gonna work. Lars told 
me later that he'd been real skeptical 
about it, and that it had taken him a few 
gigs to realize that it was gonna be okay. 

1 couldn't play like James, so it sounded 
different. As a roadie, you don't practice 
four or five hours a day. You tune up the 
guitar and play for five minutes. 

“We'd open with ‘Battery’ and ‘Master 
of Puppets’ James would run around the stage, just singing, with guitar 
parts mysteriously coming out of nowhere. So after those first two songs, 
James would announce: "Obviously, I'm not playing. We've got this guy 
who's playing guitar’ Then T walk out and wave, then go back to my little 
hidden corner.” 

John played rhythm guitar for five more American gigs, at the end of 
which Metallica took a month off. The band had assumed that James's arm 
would heal in time for their upcoming European headlining tour, so when 
September rolled around and the frontman's precious limb was still tender, 
everyone panicked. Reasoning that what worked once would work a second 
time, they summoned Marshall. Beginning in Cardiff, Wales, on September 
10, John once again shared the stage with Metallica, this time hidden 
behind one of the huge crosses that comprised the band's stage set, 

“| was off to one side where the crowd could kind of see me,” he recalls. 
“As the night would go on, Cliff would look over at me and go, ‘Get the 
fuck out here! Come out and play!” Four gigs into the tour, | was basical- 
ly on the stage. I didn't move around too much "cause I was really scared. 
Talso felt kind of obligated not to do too much, since I wasn’t really part 
of the band.” 

John did 12 shows in Europe. Along with his playing duties, he contin- 
ued to serve as guitar tech. “I'd get there in the afternoon, help unload the 
truck, set up my amps, plug "em in, do the soundcheck, put on stage clothes, 
eat dinner, do the gig, wave and walk off the stage, rest for a minute, start 
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unplugging the amps, load them up, and haul them into the truck. I 
got paid double. I made more money in those three weeks than I ever 
made at any one time in my life. Playing was fun, but it was hard, and 
Icouldn't wait 10 get back to being only a roadie.” 

By the time the band reached Stockholm, Sweden, on September 
26, the long hours of double-duty were affecting John's health. His 
diabetes, which required daily insulin injections, put a further 
damper on his well-being. Burned-out and battered. Marshall decid- 
ed to resign when the tour ended in November. 

James resumed his rhyihm guitar playing that night. “They just 
slaycd;" John recalls. “It was the first gig in which James played guitar 
in three months, so they were really up for it. They just slaughtered.” 

The vibe that night was one of relief and recovery. The band was 
now 100 percent, a well-oiled machine. It looked like the next two 
months, in which the band was scheduled to conclude the tour and 
close the books on Master of Puppets, would be a breeze. 


FTER THE STOCKHOLM show, the band hopped on the 
tour bus and into their bunks for the long drive to 
Copenhagen. On board were the four band members, along 
with drum tech Flemming Larsen, guitar assistants John 
Marshall and Aidan Mullen, and road manager Bobby 
Schneider. The driver, an Englishman who had been hired for the 
duration of the multi-country tour, was behind the wheel. At about 
6:30 a.m., the band members were awakened by a violent jolt. The 
vehicle had been in an accident, and was now lying on its side. 

How did it happen? Marshall recaps the horror, and sheds some 
light on the question of what, exactly, occurred: 

"We were on a two-lane road. The bus went off to the right, and I 
think the driver overcorrected, cranking the wheel to the left to get 
us back on the road, The wheel grabbed, and the bus swung com- 
pletely around. During this time, the tail of the bus was sliding, kind 
of fishtailing around and bouncing on its wheels. That was right 
when we all started to wake up. 1 think I bounced right out of my 
bunk. The bunks were like trays with foam held in place by a wood- 
en lip. When the bus started rocking, my back bounced across that 
lip. Afterwards, I could barely walk, it hurt so bad. The bus eventu- 
ally slid to the dirt alongside the road, When the wheels caught, the 
bus rolled over on its side 

Schneider had shattered two ribs. Lars had broken a toe. 
Hammett, whose eye was blackened, had blacked out after being 
thrown from his bunk. When he snapped to consciousness he made 
his way out through a side emergency hatch. Outside, his eyes 
widened at the sight of Burton, his body limp and lifeless, pinned 
under the bus. Cliff Burton. master bass player, composer, rager and 
bandmate, was dead. 

“Cliff was on the top level of the right rear bunk, and I think that 
as the bus was bouncing around, he was sort of pushed through the 
window,” speculates Marshall. “Then, when the bus fell over on its 
right side, he was halfway out the window and it fell on him.” 

Meanwhile, the bunks had toppled like matchsticks, teetering into 
one another and collapsing into what resembled a pile of kindling. 
Mullen and Larsen, who'd also slept in right-side bunks, were 
pinned under the rubble for nearly three hours before the local fire 
department jacked up the debris and rescucd them. 

Within minutes, Marshall and the band had pulled themselves 
from the bus and were huddling outside, “We were all sitting out 
there in 35 degree weather, with me in my socks and underwear 
before someone gave me a blanket. I remember Kirk and James 
yelling at the driver. By then, everyone had begun to realize that 
something was wrong with Cliff. I remember James walking up the 
road a bit to see if there was ice on the road, because the driver had 
claimed he'd slid over a sheet of ice. Kirk was crying.” 

When asked what he remembers of the rest of that nightmarish 
evening, Hetfield poignantly responds, “I just recall our tour man- 
ager, Bobbie Schneider. saying, "Okay, let's get the band together 
and take them back to the hotel.” The only thing I could think was, 
“The band? No way! There ain't no band. The band is not “the band” 

right now. It's just three guys.’ " 

John Marshall, who was routed to the emergency 
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“In the time between elbams, 

we wondered, ‘How does Metallics 
fit into all this?" And then we 
realized we didn't fit into it at al 
never have, and never really wil 
-Kirk Hammet 


ad dically changed—and so had Metallica. by Tom Beaujour 


“When we were making our last record, nobody even knew who 
the fuck Kurt Cobain was!" Kirk Hammett, at ease in the lounge of 
the New York City recording studio where he and the rest of 
Metallica are rushing to finish their sixth album, Load, is acutely 
aware of how much the musical climate has changed in the five 
years since the band put out their last studio recording. 

In the late summer of 1991, when Metallica was released, 
“smelling like teen spirit” was still something to be avoided at all 
costs. A few short months later, Nirvana’s Nevermind had turned 
the music world on its head. 

With its metallic sheen and top-dollar production values, 
Metallica (known as the “Black Album” to the initiated) stuck out 
like a sore thumb in grunge’s raw sonic landscape. Yet, powered 
by timeless metal anthems like “Enter Sandman” and “The 
Unforgiven,” it sold in excess of eight million copies, in the 
process turning Metallica into one of the biggest—if not the 
biggest—bands in the world. As it turned out, it was also heavy 
metal's swan song, or at least the last recording to be success- 
fully marketed as “metal” Today, Metallica stands as the last tow- 
ering monument to an era marked by bombast and excess. 

When it came time to make Load, Metallica clearly felt the need 
to find a new, more forward-thinking sound. “A lot of bands get 
stuck staring at their own belly buttons,” says vocalist/guitarist 
James Hetfield. “They’re like, ‘Wow, we made such a good record 
last time. We’ve got to keep doing this? We won’t do that. The 
whole point of Metallica is to come up with fresh shit” 

Perhaps nothing reflects Metallica’s embrace of Nineties musi- 
cal values more than the band's striking new hairstyles, although 
both guitarists are reluctant to attribute significance to the cos- 


metic change: “I had fucking long hair for 20 years! Of course I 
cut it" grumbles Hammett. 


ORIGINALLY PUBLISHED JULY 1996 


ETALLICA'S NEW "DOs, howev- 

er, are peanuts compared to the 

musical makeover undergone by 

the band. Load is a fiercely modern album, 

combining the moody melodicism of Seattle's 

best bands with the skull-splitting crunch that 

only Metallica can deliver. It's also the first 

album on which Hetfield shares rhythm guitar 
duties with Hammett, 

“We wanted to get a looser sound on this 

record, and the best place to do that was with the 

guitars,” Hetfield explains. “It was a little nerve- 
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wracking at first. I felt like there was too much 
new shit happening in Metallica at once. And 
that was probably the newest thing of all, besides 
our stupid haircuts” 

Hammett also approached the new guitar 
regime with a degree of trepidation. “I was actu- 
ally feeling very self-conscious about it, because 
1 didn't want to step on James's turf” he says 
“But it turned out a lot better than I thought it 
would, and it adds a great texture to the n 
The new division of labor, which yields slyly 
intertwining parts, is more closely related to the 


telepathic guitar interplay of the Rolling Stones 
than to the battering-ram riffery of Judas Priest 
or Diamond Head, 

While amply packed with heavy fare, Load also 
finds Metallica exploring new sounds and previ- 
ously unexplored genres, Songs like “2x4,” with 
its Aerosmith-like swagger, and “Dusty,” which 
rocks to a ZZ Top-on-steroids groove, reflect the 
band's new-found ability to incorporate Hetfield’s 
love of Southern rock and Hammett blues jones 
into Metallica’s patented grind. Hypnotic, pop- 
tinged offerings like “EO.B.D” and “Mouldy,” a 
startlingly lush, swirling anthem, also indicate that 
Hetfield has vastly expanded the emotional range 
of his vocal delivery. In so doing, he firmly estab- 
lishes himselfas one of the premier rock voices of 
the Nineties, along with a handful of others like 
Kurt Cobain, Layne Staley and Soungarden's 
Chris Cornell 

And bands like Soundgarden, of wi 
Hammett and Hetfield are both staunch admir- 
ers, are the company that Metallica intends to 
keep. This summer, Metallica will headline the 
Lollapalooza tour, sharing the bill with Cornell 
and company, the Ramones, Rancid and a host of 
other alternative rock bands. “I think that the bill 
on this year’s Lollapalooza is pretty good” says 
Hammett, “It may be a little top-heavy because 
of us and Soundgarden, but it’s certainly stronger 
than last year’s. Fuck all those fucking elitists 
who say ‘Metallica's not alternative" or They're 
too big of'a band to play Lollapalooza; They re 
just being narrow-minded.” 

Hetfield's take on why Metallica belongs on 
Lollapalooza is a bit more succinct: 

“Uh, next guitar question, please” 


GUITAR WORI 
ingon Load? 
JAMES HETFIELD: It's been a long time, man. We 
started in April or May of last year. We worked 
on writing the songs for three or four months and 
just kept going and going. We had tons of mate- 
rial, stuff we had accumulated from five years of 
not writing, First it was like, “Okay, let's stop at 
20 songs.” Then we'd get going and say, “All 
right, we'll stop at 30” 

It was fuckin" crazy, man. All this material had 
built up on the road. There were bags and bags of 
tapes with riffs on them. Sifting through all that 
shit was difficult. 

GW: Did you record more songs than those that 
are slated to appear on Load? 

HETFIELD: We recorded quite a few drum tracks, 
T think 28 in all. We were thinking of doing a 
double record, but as time went on we realized 
that we couldn't tackle all of it at once; we were 


How long have you been work- 


like nine months into the recording and weren't 
even done with half of the songs. It was too hard 
to focus, too much to swallow, 

GW: Do you think that you'll use some of the 
drum tracks on your next album? 

Ih, definitely. That'll be the next 
record. The tour for this album is supposed to 
last one year -no more. When we're done with 
that we'll go into the studio to finish up the 15 or 
16 songs that we've already started. Hopefully, 
they'll still sound good to us then. If we like 
them, we like them, if not, we'll revamp them, 
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add to them or do whatever it takes. But our feel- 
ing right now is that there are some good songs 
waiting to be finished. 

GW: It sounds like you're cager to accelerate 
your touring and recording cycle. 

HETFIELD: Five years between records is too crazy. 
We don't want to do that any more. Its getting to 
be too fucking ridiculous people waiting for new 
material forever, us touring too long, killing our- 
selves. We have to shorten these things up. 

Unfortunately, it’s really difficult to shorten 
the tours. People don't realize how global the 
music market has become. There didn’t used 10 
be a fucking Indonesia to play, there wasn’t a 
South Africa, an India or a fuckin’ Turkey. Now 
there is, and we want to be there. /laughs] We're. 
going to have to miss lot of places we hit on the 
last tour in order to be back in a yea 
GW: The listening public's tastes have shifted 
radically since you made your last album. 
hcy've completely shifted since we 
started writing the songs for this record! 

KIRK HAMMETT: In the time between albums, we 
watched all this shit fly by and wondered, “How 
does Metallica fit into this?” And then we real- 
ized that we didn’t fit into it at all, never have, 
and never really will. 

GW: Were you influenced by any of the grunge or 
alternative music that followed Nirvana's 
Nevermind down the pipeline? 

HAMMETT: The only real influence that the 
music I’ve been hearing has had is that its 
sparked my interest inall the old, shitty-sounding 
Electro-Harmonix and MXR effects pedals I 
used to use when I was younger. But I listened to 
a lot of that Seattle stuff before it became mega- 
popular. When it got that big, I stopped. 
HETFIELD: /to Hammett] Why? Did they sud- 
denly become shitty when they got popular? 
HAMMETT: No. I just felt that I couldn't get away 
from it. 

HETFIELD: That happened to me. When the 
“Black Album” got popular, I stopped listening 
to it. [laughs]. 

GW: That album has sold eight million copies to 
date and is still on the charts. What—if any 
are the drawbacks of having such a huge hit on 
your hands? 

HETFIELD: Everything gets so inflated. 
Everything is “More! More! More!” More tour- 
ing, more interviews—more of everything. 
Everyone wants something—always. They can't 
just take you for who you are. 

Luckily for us, success wasn’t a night and day 
thing. We had taken a few steps on our way up, 
so we were able to handle it mentally. No one in 
Metallica ended up shooting himself or shooting 
up, or whatever it is people sometimes feel the 
need to do in these situations. You see it every 
fuckin’ day in this weird-ass business. 

T mean, everyone has their little things that they 
need to do to release pressure. When you're tour- 
ing for that long, there's shit that just happens to 
your head. Sometimes you stray, and hopefully 
you've got a band that will help you through. 
We're really lucky to have stuck around this long 
without having any major crises. | mean, we've 
had people die in the band and things like that 
[original bassist Cliff Burton was killed in a tour 


bus accident in 1986], but as far as people pulling 
and tugging and fucking with shit, there haven't 
been too many problems. 

It amazes me how certain bands fall apart. It's 
like, “Fuck, man! Can't you sec that shit com- 
ing?" But sometimes they don't, It's hard to keep 
a band uniform and still maintain a comfortable 
degree of individuality; you have to respect each 
other all the time. 

GW: When you do get some time off, what do you 
do? Do you get as faraway from music as possible? 
HETFIELD: | go in cycles. | won't bother listening 
to music for quite a while, and then I'll feel down 
or shitty or something and realize that it’s because 
haven't picked up my guitar or played music. Pve 


conditioned myself to need this stuff for so long, 
that I can't be away from it for too long. It’ like, 
“Whoa, I've got to fuckin’ pick the guitar up and 
start playing.” And it’s scary when you haven't 
played for quite a while and can’t remember the 
Tiff to “Seek and Destroy! 

I ve noticed that it's hard to figure out what you 
want to do when you come off a two-year tour. 
While you're out on the road. you make up this list 
of things that you want to do when the tours over, 
and then when you get home you end up vegging. 
1t5a strange feeling to be out on your own again, 
not to have the Metallica family around you. 
There no tour manager to wake me up and tell me 
to do this or that. It's like, “Whoa! I have to start 


o Bay 
fo Say I’m bored with the 
solo, but Pve done it 
low, and this time 
impletely different 
wasn't interested 

ifi owing off any more” 

—Kirk Hammett 


IN THE DECADE since bassist Jason Newsted 
joined Metallica, the group has toured the 
world, produced three stellar albums, and 
ascended to the upper strata of rock star- 
dom. But even as Newsted gained great sat- 
isfaction from the band’s success, he often 
felt frustrated within Metallica's well- 
defined musical hierarchy, one in which 
James Hetfield and Kirk Hammett hold a riff- 
writing monopoly. "James writes the best 
metal songs on the planet. He has proved it 
time and time again. Kirk comes up with 
great shit too, and between the two of 
them, they're pretty much unbeatable," 
Newsted explains, 

Resigned to the likelihood that his song- 
writing skills would likely always be under- 
utilized within Metallica's confines, Newsted 
embarked on a series of side projects, one of 
which, IRB, landed him in e world of trouble. 

'A while back, I did a side project, called 
IRB, with Devon Townshend [ex-Steve Vai 
band] and Tom Hunting, the original drum- 
mer from Exodus,” says Newsted. "I gave 
one tape to this guy in L.A. and one to a guy 
in Ohio. By the next afternoon, it wes being 
played on KNAC [a popular Los Angeles hard 
rock radio station] and a few other stations. 
The tape spread like wildfire. A couple of 
weeks later, we were getting fan mail from 
Greece and Turkey. 

“Metallica called a meeting to discuss the 
situation and | said, ‘Look, man, I'm sorry if 
this got out of hand, but | had to express 
myself. l'm writing this gnarly-as-fuck new 
school of metal shit. | would never want to 
do anything to make Metallica look bad or 
less than it is, but the outside musical projects 
that do help keep Metallica fresh for me.” " 

After the fateful meeting, Newsted was 
granted considerably more creative control. 
“Everything changed,” he says. “They real- 
ized that everyone in this band is a thinking, 
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creative person 
who has some- 
thing to say.” 


GUITAR WORLD: 
Do you have free 

reign when it 

comes to writing 

the basslines, or do 

James and Kirk get 

involved? 

JASON NEWSTED: This time, there was no 
one breathing down my neck, no one point- 
ing fingers, saying, "play this, play that," 
although that kind of thing had taken place 
in some form or other on the previous 
albums. This time [producer] Bob Rock, 
[engineer] Randy Staub and | were the only 
people around. it was like, "We are the bass 
team, we are putting the bass on the fucking 
new Metallica album and that’s all there is to 
it.” When it comes to Metallica, | have one 
job: to go in there with my bassline and 
make the song greater.” 

GW: Do you write a lot of material to submit 
to Metallica? 

NEWSTED: | came in with 25 songs for Load, 
some of which we recorded basic tracks for, 
but | don't think that any of that material 
will be on this album. If | get songwriting 
credit because a bass part | came up with 
took a song in a whole new direction, then 
fine. But it’s not an issue that I'm sweating 
anymore. lm through chewing myself up. I 
simply want to be the best bass player that | 
can be for this band. 

GW: You seem to have remained plugged in 
to the current metal scene more than the 
other members of Metallica. Are there any 
groups in particular that you're jazzed about? 
NEWSTED: | really dig Fear Factory, Machine 
Head and especially Sepultura. Their new 
album, Roots [Roadrunner], is devastating. 


Metallica’s quiet man 
discovers his voice. 


GW: Does it bother you that hard metal is 
not represented in the Lollapalooza lineup? 
NEWSTED: When the Lollapalooza thing 
came up, they asked us to suggest bands for 
the second and third stages, so each of us 
wrote our own little lists, 
Mine included Voivod, 
Sepultura and Machine 
Head. | just wanted to get 
a little flavor in there, 
Unfortunately, when I 
bring up the heavy bands 
at meetings, it doesn’t go 
over too well anymore. 
The rest of the guys are 
sort of ina different place 
than | am as far as heavy 
music goes. Their feet are 
still firmly planted in the 
New Wave of British 
Heavy Metal and 
Sabbath, but they've 
moved onto more melod- 
ic rock and pop music. 
GW: Despite the absence 
on the tour of the bands 
‘on your wish list, are you 
still looking forward to 
Lollapalooza? 
NEWSTED: Oh, totally. [ve got big plans for 
the tour, inspired by a project of [King 
Crimson and session bassist] Tony Levin. 

When he was touring around the world 
with Peter Gabriel and the likes, Tony, using 
an ADAT as well as some local studios, record- 
ad himself jamming with all these different 
cats, none of whom could speak English. He 
jammed with reed players, banjo guys, people 
who invented their own instruments—you 
name it. Then he brought all the tapes home, 
layered on more tracks and made a record 
called World Diary [Papa Bear]. 

For the Lollapalooza tour, 'm going to 
have my own tour bus and do my own ver- 
sion of Tony's thing. There are going to be so 
many people playing at Lollapalooza, espe- 
cially when you take into account all the 
bands that latch onto the tour for a handful 
of dates. | hope to find these people any time 
of the fucking day or night and have them 
come onto my bus, or go into a field ora tent. 
and record them in different combinations. 

For the past six months, I've been design- 
ing a portable setup around the Roland VG- 
8 and the new Roland V5-880 eight-track 
digital recorder, and l've got it down to two 
suitcases. While I'm out on the road, I just 
want to get the cleanest signals | possibly 
can. When | get the stuff home, I'll put on 
some effects and make a huge sick broth of 
gnarly sounds. If this works on Lollapalooza, 
then Ill take it around the word. —T.B. 
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doing shit for myself here and deciding what I 
want to do.” And then when I finally get it togeth- 
erand start doing all the shit I planned to, it's time 
to get back to Metallica again. 

Sometimes you get torn between the two 
worlds, Especially when you get to our age, you 
start to develop a family life and things kinda get 
going. No one in the band is married or has kids 
or anything, but you have a girlfriend and your 
little sanctuary at home, and you've got to keep 
that together. 

But Metallica is the fucking world to me—it 
always has been, and that's not going to change. 
Whoever becomes my partner through life has 
got to deal with that. I'm married to 
Metallica. 

GW: The last two Metallica albums had 
specific musical agendas. ...And Justice 
For All [Elektra, 1988] was an exercise 
in taking the complex, challenging 
arrangements of Ride the Lightning 
[Elektra, 1984] and Master of Puppets 
[Elektra, 1986] to their most elaborate 
extreme, while Metallica was an exercise 
in economy... 

HETFIELD: Economy, my ass! /laughs/ 
That was the most expensive record 
we've ever made. 

fz which you reigned in your song 
structures and focused on crafting more 
concise rock songs. What were your 
goals for this album? 

HETFIELD: We wanted to attain a certain 
degree of looseness with this record. The 
drums are pretty much as anal as ever, 
but the vocals, and particularly the gui- 
tars, breathe a lot more. Instead of me 
playing all of the rhythm guitars and try- 
ing to double them as closely as possible, 
like l'd done on our previous albums, 
both Kirk and I play contrasting rhythm 
parts on almost all of the record. There 
isn’t really much of that one-dimension- 
al wall ofheavy guitar —with a clean gui- 
tar coming in once in a while—that 


we've had on previous albums. I wanted 
a "medium" sound, if there is such a 
thing. I was like, “How do I get that? I 
fucking don't know." 

GW: Was it decided before you began 
recording that both of you would play rhythm 
guitar on this album ? 

HAMMETT: No. It was never really something 
that we spoke about. The first mention of it came 
while we were recording the drum tracks. When 
we do that, we all play the songs together in a sin- 
gle room, but the only thing that goes onto the 
multi-track is the drums- everything else just 
gets taped. Some of the songs were sounding so 
good on those tapes that James was like, “Well, 
maybe Kirk should play on the final version of 
some of these.” 

Later on, on a day when James happened to be 
away on a hunting trip, | was laying down a cou- 
ple of solos, and when I finished the lead on one 
of the tunes our producer, Bob Rock, said, 
"Okay, tune up and we'll do the rhythm for this 
song now.” I was like, “What?” 

HETFIELD: By the time I came back, Kirk had put 
down rhythm tracks on four songs. 


HAMMETT: | specifically went out of my way to 
come up with a second guitar part that would 
complement James's, not ape it. Not that the riffs 
weren't interesting. The riffs are the riffs 
theyre the most important part of the song. 

Our parts havea really good sense of interplay. 
And you can actually separate the two guitars 
and tell who's playing what, James is on the left 
side, and I’m on the right. 

GW: James, was it difficult for you to surrender 
control? 

HAMMETT: I don’t think it's a control issue as 
much as it used to be. It's morc that we're all here 
to accomplish a common goal 

HETFIELD: [t was what was needed for the record. 


The looseness just wasn't coming across. No 


matter how many fucking martinis 1 had, 1 could 
never get the guitar tracks to sound different 
enough. It was the same guitar player playing it 
fucked up. It wasn’t a fucked-up guitar player 
trying to play it right. laughs] 

Basically, no matter how close Kirk plays the 
riff to the way I did, it won't sound the same 
because it’s his fingers, his style and his attitude. 
I would lay a basic scratch track of what I 
thought the other guitar should be, and Kirk 
would come in, listen to the track and then do his 
own thing with it, which was cool. 

GW: In the past, was the fact that Kirk didn’t get 
to play rhythm guitar on the records a source of 
tension within the band? 

HAMMETT: Not really. In fact, on this album we 
argued more about the solos than anything else. 
But we're always arguing about something, so it 
was just par for the course. 

HETFIELD: I often have a pretty specific idea of 


what the solo to a particular song should sound 
like, so it throws me for a loop when Kirk comes 
in with something else. But then everyone sits 
down, we talk it out and work out a middle 
ground that everyone can be happy with. You 
don't want to have something on a record that 
someone in the band is going to go insane over 
and hate. 

HAMMETT: We try and resolve things right away, 
so that two years from now no one will say some- 
thing sarcastic to the other person about it. 
HETFIELD: Well, they probably will anyway. But 
at least there won't be too much fuel behind it. 
Gw: What were the bones of contention? 
HETFIELD: “Is that in key? Are you sure that's in 
key?” [laughs] 

HAMMETT: 1 had to sit down and explain 
my approach. I probably have the most 
open mind of anyone in Metallica, as far as 
music is concerned. I like a lot of different. 
stuff, and so, occasionally, "ll take an idea 
inspired by something sort of "out" and 
bring it to the band. I won't bring it to the 
band unless I think that there's a chance 
that they'll like it, and 90 percent of the 
time they do. But there's that 10 percent of 
the time when they question it. 

On this album, there was one song— 
which will remain nameless to protect the 
innocent—where the solo that | played had 
such a different type of feel that it changed 
that entire piece of the song. We spent 
hours debating it, and I literally had to 
walk James through every single note. 
"There was something about it that he just 
didn't like, which he thought might have 
been a harmonic thing. But then we real- 
ized that it was just the general sound of 
the solo. Then James came up with some- 
thing—like five notes—that colored what 
I had played sufficiently to make it work 
for him too. 

GW: Your solos on this album are very 
textured. 
HAMMETT: | would hate to say that m 
bored with the standard rock guitar solo, 
but I've done it for five albums now, and 
this time I wanted to go in a completely dif- 
ferent direction, I wasn’t interested in 
showing off any more. I wanted to play 
something that fit the song more like a part 
than a solo per se, something that had the 
power to establish a completely different mood in 
the section of the song that was allocated to me. 

When I play at home, I have a Lexicon Jam 
Man sampling delay with which I can create a 
loops on which to layer guitar textures. That's 
why things like the Roland VG-8 and the guitar 
synth, both of which I used on “Mouldy? are so 
interesting to me—they put so many sounds at 
my disposal 

Don't get me wrong, though, I still listen to 
Jimi Hendrix, Stevie Ray Vaughan, Buddy Guy, 
Robert Fripp and Adrian Belew. I’m still way 
into that type of guitar playing. I just don't feel 
the need to play that way within the context of 
Metallica any more. 
‘GW: You've also almost abandoned your wah 
pedal, which you used on most of the solos on 
the last album. 
HAMMETT: | didn’t notice that until just the other 
day. I was laying down a wah track and I sai 
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GETTING MY RHYTHM guitar sound is always 
the most nerve wracking part of the recording 
process for me,” says James Hetfield. “Once 
that's done, it's pretty much clear sailing as far 
as I'm concerned." To deliver the lion's share 
of Load's ear-punishing crunch, Hetfield called 
upon his trusty white ESP Explorer, loaded 
with EMG 81 pickups. “It’s pretty much the 
first one they made for me, and it’s just the 
shit,“ he says. “For some reason, it just sounds 
better than the others. That guitar doesn’t 
travel save it for studio work." 

The guitarists main amplifier set-up was 
composed of a Jose Arrendondo-modified 
Marshall, a Mesa/Boogie Tri-Axis preamp and 
a Mesa/Boogie C+ that he " ‘borrowed’ from 
Kirk years ago. That amp always comes 
through in the studio.” 

To achieve some of the album's subtler te 
tures, Hetfield used a variety of other guitars, 
among them a B-bender-equipped "52 reis- 
sue Telecaster, a Gretsch White Falcon and a 
163 Gibson SG that was a birthday gift from 
producer Bob Rock, “It was an especially cool 
gift because | was born in '63," Hetfield 
explains. "Now I'm waiting for a ‘63 
Strat... Maybe next album." 

Also on hand were a veritable battery of 
amps, all of which were put to good use. "At 
one point, I had 14 amps going at once...fora 
clean sound," says Hetfield. “I wanted to get 
a variety of clean sounds on this album 
instead of relying exclusively on the Roland 
JC-120, which has traditionally been the 
source of Metallica's clean sound. It was 
tough going, though, because the Roland 
sounds so good that you want to keep going 
back to it. But we found some other cool 
amps, particularly this little Matchless Spitfire 
that really kicks ass and an old tweed Fender 
Twin that's so sharp it'll take your nuts off!" 

To contrast with the high, full-throttle 
grind of Hetfield's EMG-equipped Explorer, 

Kirk Hammett found himself 
relying heavily on the vin- 
tage virtues of a PAF-loaded 
'58 Les Paul Standard. "PAFs 
have a warmth and clarity 
that you just can't get from 
new guitars,” Hammett says. 
"That guitar sounded so 
completely different from 
Jamess that | was able to 
plug directly into his setup. 
without making too many 
changes, expect maybe 
putting a Tube Screamer in 
front or adding a little 
Matchless Spitfire or Vox 
AC30 to the mix. Forsome of 
the cleaner rhythm parts, | 
also used my “64 seafoam- 
green Strat, which provided 
an even greater contrast to 
James's Explorer." 

For his lead work, 
Hammett made use of the 
two aforementioned vintage 
jewels, as well as several 
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The gear behind 
Load’s crushing sound 
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other instruments from his mouth-watering 
guitar collection. “The slide solo on ‘Bitch’ was 
done with a ‘62 or ‘63 Les Paul Junior that was 
setup with high action and sounded phenome- 
nal. Some other slide work was done on a '63 
Gibson ES-335 and on the '58 Les Paul. | also 
used my '58 Flying V on e couple of tracks. What. 
can | say? Old guitars just sound better,” con- 
cludes Hammett, who wishes it to be known. 
that all of the guitars in his collection are used 
and abused on a regular basis. "I don't believe 
in guitars being display pieces,” he says. 

The guitarist, who also made a few conces- 
sions to the virtues of modem guitar-making by 
using an ‘88 Les Paul and several of his ESP 
Signature models, wes particularly enamored of 
the endless tonal possibilities supplied by the 
Roland VG-8 effects unit. The VG-8 can be heard 
on several of Load's tracks, in particular the ethe- 
real "FO.B.D." "I think the VG-8 is one of the 
best inventions ever,“ Hammett effuses. “If you 
get tired of one sound, you can just switch pre- 
sets and explore entirely new possibilities. I've 
spent hours fucking around with it." 

Jason Newsted's quest for the perfect bass 
sound was relatively painless—this time. "It. 
was much easier to get a sound on Load 
because we had gone through everything 
imaginable to get the sound on the ‘Black 
Album,’ " he says. “We ended up going back 
to the same basses that | always use, a 
Spector and a '58 Fender Precision Bass that | 
played on ‘The Unforgiven,’ on the last 
album. On this record, we discovered how 
truly fantastic that bass really is. My basic 
sound is the P-bass straight into a solid-state 
‘Ampeg Portaflex 8-15." A few Mesa/Boogie 
amps were also on hand. 

“We did a lot more experimenting with 
effects this time,” Newsted continues. "There's 
an Electro-Harmonix Big Muff on 10 of the 14 
songs. Other Electro-Harmonix pedals we 
recorded with were the Dr. Q envelope filter 
and Small Stone phaser, and we also used an 
MXR Microsynth and a Korg Hyperbass proces- 
sor." Newsted plans to use Musicman Stingray 
basses on tour, —TB. 


Bob, “Guess what? We don’t have the problem we had on the last album. You don’t have to 
hide the wah pedal any more.” 

GW: The slide solo on “Bitch” is a first for you. 

HAMMETT: We wanted to find something different for that song, not just another guitar solo. 
The slide was really effective because it's such a new sound for us. It's only recently that I’ve 
felt comfortable enough with my slide work to actually commit to playing it on the record 
T've been working on it for years now—it's not an easy thing to do. I’m actually really proud 
of that guitar solo. 

GW: Do you use any open tunings when you play slide? 

HAMMETT: Man, that shit just confuses me. When I found out that Duane Allman used stan- 
dard tuning, it really inspired me to work on my slide chops. Before that, I thought that slide 
players all worked in open G and could use all the tricky tunings, 

GW: The solo on “Bleeding Me” also sounds particularly inspired. 

HAMMETT: That's the one lead that I played totally off the cuff. I did seven or eight passes, 
and it felt so goddamn good. Every time I finished a take, Bob would look at me and say, 
“Wow!” Its one of the more typical “rock” solos on the album. I had the wah pedal going, 
and I was going for a combination of fast playing and long, sustained notes. It ha 
in there: melody, hooks, rock and roll phrasing, a bluesy vibe, lots of dynami 
Hendrixisms that I always try to sneak in there. 
GW: James, you also play quite a bit of lead guitar on Load. 

HETFIELD: Honest to goodness, I don't know anymore, So much different shit has g 
this record as far as laying guitar tracks that 1 kind of forget what actually made i 
final mix. 

HAMMETT: I don't feel as possessive about the guitar parts as I have in the past, precisely 
because there's so much there. | mean, ultimately it doesn’t really matter who played what; 
the parts are just there to make the songs happen, I mean at this point, I think that people 
know we can play. 

Gu: All of Load is tuned down a half step—another first for you. 

HETFIELD: Tuning down a half step helped a lot of things, like getting the bends going in the 
riffs. The most fun thing in the world is sitting down with your guitar tuned down a whole 
step and riffing out, Unfortunately, that sounds too muddy, so we settled for tuning down a 
half step. Tuning down also helps me a lot by extending the apparent range of my voice. 
sw: Vocally, you've taken a lot of chances with this album. 

HETFIELD: I fee! that it's more raw. It was a lot more fun doing the vocals this time, not as stiff 
a process. We were trying to be a little less anal. 

GW: In the past, though, Metallica has always been a band that holds itself to an extreme level 
of studio perfection. 

HETFIELD: There’s still that. There’s still a desire for perfection, but this time we let little 
things go. If the verdict was, “Well, that thing you sang was a bit pitchy, but it has some major 
attitude?” then fuck it, let it ride. 

On the “Black Album,” the vocals were so in the pocket all the time. I was trapped by the fact 
that I forced myself to repeat certain phrases exactly every time they occurred within a song. — 
GW: Did you go so far as to use vocal sampling on the last album, to ensure that recurring 
parts would be exactly the same? 

HETFIELD: Well, there were a couple of times where we flew in the background vocals on a 
chorus or something — just to save the time doing the donkey work. But I didn't feel right 
about doing even that this time. | sang everything. 

GW: On “Believe” and “Poor Twisted Me,” your vocals are distorted. Is there an industrial 
music influence creeping in there? 

HETFIELD: We wanted to get some different sounds. That's just a good old Shure bullet mic, 
usually used for harmonica. It's got a distinct sound that you can't do too much to, but it's 
pretty cool for what it is. 

But 1 wouldn't call that an industrial sound or anything. It’s just a mic being used for an 
application it wasn’t designed for. The song called out for it. I had always told myself, Tm: 
never ever going to use that distorted vocal sound that everyone uses.” But it fit lyrically. 

I've been really focusing on lyricists—as opposed to people who just sit down and crank. 
‘out some words for a song- who write fucking poems and then put music to them. I wanted 
to understand other people's ideas about how to write lyrics. Nick Caves Murder Ballads are 
the coolest, and T dig all the Tom Waits stuff. I’ve even listened to some Leonard Cohen. I 
mean, I hate the fucking music, but his lyrics are very cool. 

GW: You do a lot more “acting” with your singing 

HETFIELD: The way we recorded the vocals this time made it a bit easier, not exactly to get 
into character, but to feel the vocals a bit more than before. All the other times | did vocals, 1 
sat in front of some expensive microphone—stranded out in the cold fucking tracking room 
There always was a big X on the floor, and I wasn't allowed to move from 

‘This time I thought, “You know. I have a great time with 
1 fuck around with them and they come out fine. Why 
the SM-57 or whatever mic we w 
yell—and it was fine. It was very liber: 
and all this other bullshit. I cou! 


A LESSON WITH KIRK HAMMETT 


From Kirk's Guitar World Column, “The Sound And The Fury" 


Using major and minor 
power chords to add 
color to your parts 


THE PREDOMINANT CHORD shapes used in 
heavy music like Metallica's are those tried and 
trusted root/fifth power chords. We rarely, if 
ever, play regular major or minor shapes 
(Figures 1-4) because the amount of distortion 
we use makes them sound like shit! They come 
‘out sounding muddy, and that’s the last thing we 
want to happen. In our game, clarity and cut are 
as important as crunch. Thats why we use 
root/fifth power chords almost exclusively, 
unless. of course, we're doing a clean passage— 
then almost anything goes. 

Roov/fifth power chords are neither major nor 
minor—they re ambiguous. If you're not sure 
what I mean, take a quick look at Figures 1-4, 
and you'll sec that the root and fifth notes are pre- 
sent in both major and minor shapes. Whether a 
chord is major or minor is determined by the 
presence of a major or minor third. The trouble is, 
when you're using a lot of gain and you add a 
major or minor third to a root and fifth, you end 
up losing those two important factors I just men- 
tioned—clarity and cut. However, ifyou ditch the 
fifth and play just the root and third together, you 
can get away witht, even when using mondo dis- 
tortion. Figures 5-8 are movable major and 
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minor root/third “power chord” shapes that work 
when you're using a high-gain sound. 

Every now and then we use these suckers in 
our riffs to add some contrast and color. For 
example, the heavy intro riff to “Battery” on 
Master of Puppets shown in Figure 9, which 
uses the minor shape shown in Figure 8. Another 
riff that uses this same shape is Figure 10, which 
is the riff that appears immediately after the solo 
in “Frayed Ends Of Sanity” [... And Justice For 
Alf} at 5:08. In addition to using an Em root/third 
shape, this riff also uses a regular root/fifth ES 
power chord. The contrast between the two defi- 
nitely adds an extra dimension to the passage. 


Figure 11 is a riff from the vaults— it's from 
“Phantom Lord" off our very first album, Kill 
"Em All. This onc uses all three power-chord 
types under discussion here major, minor and 
root/fifth. To hear the difference the major and 
minor shapes make, play this riff back-to-back 
with the same root pattern, except use regular 
oot/fifth G5, F#5 and FS power chords instead 
of G, F#m and E 

Experiment with these new chord-shape ideas 
in your own riffs. One word of warning though— 
use them sparingly. If you don't, their impact will 
be greatly diminished. Like the saying goes, you 
can have too much of a good thing! = 


GUITAR LEGENDS 97 


A LESSON 


Open-string licks 


THIS MONTH T'D like to touch on asimple, but 
cool, concept that can add life, dimension and 
character to your lead breaks the use of open 
strings. The hard, heavy truth is that we all use 
open-string notes like there's no tomorrow when 
we're riffing it up. But most of us tend to forget 
about them when it comes time to solo. That's a 
crying shame as far as I'm concerned, because 
using open striags in lead breaks can be very 
happening—providing its done with a bit of 
thought, naturally! 

Aside from being very easy to play, open- 
string notes offer some important advantages: 
They are instantly accessible, regardless of 
where your left hand is on the neck. Also, they 
can work well in a lot of different keys, and they 
have a naturally bright tone that cannot be 


From Kirk's Guitar World Column, “The Sound And The Fury” 
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Eddie Malluk 


matched by their fretted equivalents. Compare 
the open high E string with the same note at the 
Sth fret on the B string or at the 9th fret on the G 
string, and you'll hear exactly what I mean. 

To illustrate the effectiveness of using open- 
string notes when soloing, I’m gonna give you a 
few examples of how I've employed them in my 
Icad work with Metallica. Figure 1 is similar to 
an E minor run I played in my “Whiplash” solo 
on Kill “Em All. Here I use the open G-string 
note as a pedal point while I ascend the string 
using the E Phrygian mode (E, F, G, A, B, C, D). 

Figure 2 is a simple, but very effective, open- 
string-bascd arpeggio lick similar to onc I play 
in our cover of Diamond Head s classic “Am | 
Evil” [Kill 'Em All]. This makes use of the open 
B and high E-string notes and consists of two 
simple hammer-on patterns—open string to 4th 
fret to 7th fret and open string to Sth to Sth. In 
the first case, the root note of the arpeggio 
formed is the open string note (B and E), while 
in the second instance the root falls at the fifth 
fret (E or A). The fact that the root moves when 
you change arpeggios definitely adds color to 
the run. I’ve indicated the four arpeggios used 
(B. Em, E, Am) above the figure. 

Figure 3 is very similar to an E minor liae T 
play in the 3rd and 4th bars of my "The God 
That Failed” [Metallica] lead. Here I play an E 
harmonic-minor (E, F#, G, A. B, C, D#) pattern 
with my left middle finger on the B string 
while using the open high-E string as a drone 
note. I got the idea from The Rolling Stones’ 
“Paint It Black.” and, as with that song, the 

droning E string definitely gives the phrase a 
very Eastern, sitar-like flavor. I use strict alter- 
mate picking when playing this run: down- 
strokes on all the B-siring notes and upstrokes 
on the open Es. 
Try incorporating some open-string notes into 
your solos, and never be afraid to experiment. m 
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From Kirk’s Guitar World Column, “The 


Master of Rhythm 


The importance of 
tone and right-hand 
technique 


PVE RECEIVED MANY letters asking me to 
discuss rhythm guitar and, a good 95 percent of 
my time on stage is spent playing rhythm, 1 fig- 
ured it was time! So, amigos, here goes... 


RIGHT HAND RUBS 

When you're playing rhythm in a band like 
Metallica what your right (picking) hand doesis 
really important. Obviously, what your left hand 
joing is also pretty damned crucial, but, as a 
Jot of our riffs involve muted open-string notes 
and relatively simple-tc-finger power chords, 
¡ts really the right-hand picking and muting 
techniques that make or break a song! Before 
we talk about muting and picking though, lets 
quickly touch on dialing in a good. crunchy 
rhythm tone. First. switch to your guitars 
bridge pickup—preferably a humbucker—turn 
its volume and tone controls all the way up, and 
let's get to it. 


KAPTAIN KRUNCH! 

The first thing Tve gotta say is that Metallica's 
crunch tones are a bit cleaner than some people 
expect. Distortion is great, but there's definitely 
a point where baving too much of it in your 
rhythm tone turns your sound to mush—the low 
end loses its tightness and your overall tonc gets 
flabby, with no definition or cut. 

When you're first starting out, there's always 
the temptation to hide behind distortion because 
it lets you get away with murder! But when it 
comes to rhythm work you've gotta back off that 
gain control especially if you're playing with 
another guitarist. Actually, over the years James 
and I have found that as well as giving us more 
definition and cut, backing off the gain on our 
guitars makes us play our riffs better; because we 
just can’t get away with being sloppy! 


MIDS ARE COOL 

Another thing a lot of people automatically 
assume about Metallica's rhythm tone is that we 
scoop out all of the mid-range frequencies. Well, 
we used to do that but while making the 
Metallica album, we discovered how much 
louder and fuller our guitars sound with some 
mids in there! 

As a result, our basic mind-set regarding tone 
control settings is this: turn your amp’s bass con- 
trol up as far as you can get it without the amp 
starting to fart, then bring in mids. When the 
tone starts to sound too nasal, you'll know 
you've gone too far, Once this is done, dial in 
Treble and presence until you've got the high-end 
cut youneed. 


KIRK HAMMETT 


Sound And The Fury” 


MUTE-ALLICA! 

Right off the bat, Id have to say that 99 percent 
of our riffs involve right-hand muting. This 
important technique is pretty easy to master, so 
Tm not gonna dwell on it. Here are a couple of 
quick do's and don’ts: 

1) To palm-mute a chord or note correctly, rest 
the lower part of your right-hand palm (see 
shaded area in Figure 1) on the strings right 
where they go over the bridge. Don't go too far 
away from the bridge, or the notes will lose their 
definition and become dull thuds. 

2) If you play a guitar with a fixed bridge (like a 
Les Paul or the ESP Explorer James uses), you can 
be pretty heavy-handed when muting. If, like me, 
your guitar has a whammy system thats set up 
“floating” so you can pull the bar up as wellas push 
it down (sec Figure 2), you've gotta be a bit more 
careful. If you lean too hard on a floating bridge 
when you're palm-muting the strings, you'll end up 
pushing the bridge down, and itll sound like shit 
because your strings will all go sharp. For this rea- 
son, some players who use whammy bars have 
their bridge set up so that the back of it leans 
against the body of the guitar, as Figure 3 illus- 
trates. (This means you can only push the bar 
down.) With this setup, you can be as heavy-band- 
ed as you like when palm muting. (Eddie Van 
Halen uses this type of whammy setup.) 


GOING DOWN! 

To attain maximum balls, you've gotta pick 
using downstrokes only—it just sounds tighter, 
chunkier and more rhythmic. Playing really fast 
riffs using all downstrokes is something James 
and have been working on for years. 

No matter how good you are at downpicking 
really fast, there is obviously a point where you 
can’t do it anymore and have to resort to using 
upstrokes as well—even James has to relent 
sometimes! We play the intro to “Master of 
Puppets” (see Figure 4) using all downstrokes, 
and although this riff isn't our absolute limit, it’s 
definitely getting up there! /see page 80 for a 
complete transcription of “Master of Puppets"] 
As for a riff like the one at the front of 
“Whiplash” from Kill "Em All (see Figure 5), 
alternate picking is a must! 


GRIND FACTORS 

When I’m playing rhythm, Lhold my pickin such 
a way that only a tiny part of itis sticking out (see 
Figure 6), I also tend to hit the strings with the 
side edge of my pick as opposed to its tip. Doing 
this makes things a little more grindy sounding. 
Because of the way Ihold the pick, the ends of the 
fingers I’m gripping it with also hit thestrings, as 
Figure 6 illustrates. This definitely adds to the 
overall grind factor! (James does this too.) M 
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A LESSON WITH KIRK HAMMETT 


From Kirk's Guitar World Column, “The Sound And The Fury” 


Let's Get Phrasy 


Using the simple 
blues scale to bust 
out of a rut 


SOME PEOPLE THINK that the only way to 
come up with new soloing ideas is to learn more 
scales. | don't ascribe to that way of thinking 
"cause what the hell happens when you run out of 
seales and modes to learn? 

Anyhow, you don’t have to know every exotic 
scale under the sun to be able to come up with 
active and exciting leads. I mean there are only 
six different notes within a standard minor-blues 
box (Figure 1) but theres so much you can do 
with them! | always find myself stumbling across 
different ways to spice up my well-worn blues 
licks—ways that are so simplistic its unbeliev- 
able. In fact, sometimes the thing that makes all 
the difference is so very basic that if you sat 
down and deliberately tried to do something dif- 
ferent you'd probably never think of it. 

For example, compare Figures 2 and 3. 
They're virtually the same exact A-minor blues 
lick (A, C, D, Eb, E, G) except in Figure 3 you 
bend up to the last note (G) from a semitone 
below (F#). This very simple, subtle nuance 
gives the final note in Figure 3 a completely dif- 
ferent type of vibrato sound and a crying, almost 
vocal quality that adds emotion to the lick. Now 
compare Figures 4 with Figure 5, which is basi- 
cally the same E minor-blues (E, G, A, Bb, B, D) 
lick as the one shown in Figure 4, with just a 
couple of trills and a double stop thrown in for 
extra excitement. Get the picture? As these two 
simple examples illustrate, more often than not, 
it doesn't take much to breathe new life into a 
scemingly tired idea. A great way of rejuvenating 
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an old lick is to see how many different ways you 
can phrase it In case you're not sure what Pm 
talking about, let me quickly explain: to phrase a 
lick or run differently, you don't mess with the 
order of the notes you play; youjust alter the tim- 
ing. Basically, phrasing is all about two things: 
how you attack each note and how long you hold 
it before moving on to the next one, Confused? If 
so, don't worry, the following example should 
make this idea crystal clear. 

Check out the simple E-minor blues lick 
shown in Figure 6A. By merely changing the 
timing of each note you can casily come up vari- 
ations like those shown in Figures 6B-F Get the 


Picture? It’s real easy to do, and these five varia- 
tions are just the start! There are an infinite num- 
ber of ways this short sequence notes can be 
phrased without altering their order or adding 
slurs or passing tones. 

‘The next time you find yourself guilty of recy- 
cling the same exact licks over and over again, 
take a few of them and see how many different 
ways you can phrase them by merely altering the 
relative timing of each note and nothing else. I 
realize that this is an unbelievably besic concept, 
but most of the great ones are. Don’t ignore this 
one—it could save your ass the next time you're 
trapped in the comfort zone. Have fun! = 


Ross Halfin 
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. . «And 
Answers For All! 


Classical style 
fingerpicking 


WELCOME TO ANOTHER installment of The 
Sound And The Fury. This month we're gonna 
zone in on a technique that we ve never dis- 
cussed in this column bcforc—classical-style 
fingerpicking. What does this type of playing 
have to do with Metallica's music? Read on and 
you'll find out! 


A LESSON WITH KIRK HAMMETT 


From Kirk's Guitar World Column, “The Sound And The Fury” 


Hi there Kirk, 

Although it was real heavy stuff like “Whiplash” 
[Kill “Em Ail] and “For Whom The Bell Tolls” 
[Ride The Lighining] that first got me into you 
guys, my all-time favorite Metallica song is 
probably the mellowest one you've ever done— 
“Nothing Else Matters” [Metallica]. I especially 


like the classical-sounding intro, and would love 
to be able to play it myself. I've tried to learn it 
from the CD but haven’t been very successful. 
Could you please help me out here? I'm sure I’m 
not the only dude who reads your column reli- 
giously who would like to master this riff. 

George Newport 

Hampton, VA 


THANKS FOR THE Ictter, George. You're 100 
percent correct by the way—"Nothing Else 
Matters” is probably the mellowest song we've 
ever done, and you're not the only one who wrote 
in and asked about it! I’ve received a number of 
other letters requesting some tips on how to play 
the intro, So here goes: 

The first thing you should know about the 
opening section of “Nothing Else Matters” is 


that both James and I ditch our picks and instead 
use our right-hand fingers to pluck the strings. T 
used to play a lot of classical guitar, and that’s 
how 1 got into this particular style of playing. As 
you probably know if you read this column reg- 
ularly, I go through phases of playing different 
s at home—one month it’s blues, the next 
month it’s jazz, then it’s classical and so on. 
Jumping around from style to style like this is a 
pretty healthy habit. It heips broaden my musical 
horizons and keeps me from getting bored play- 
ing the same type of stuff day in and day out! 
Picking with your fingers definitely gives you 
better synergy with the open strings. 
Fingerpicking also gives you a softer, warmer 
sounding tone than you'll get using a pick. 
Because of this, ll often use my thumb, as 
opposed to my pick, to strum certain clean 
chords. Strum the A minor chord shape shown in 
Figure 1 with your pick and then with your 
thumb, and you'll hear what I mean. In fact, if 
you watch the recording studio footage in the 
“Nothing Else Matters" video [Metallica: A Year 
And A Half In The Life Of...Part 1] real closely, 
you'll see that 1 keep putting my pick down on 
the music stand in front of me so I can either fin- 
gerpick or strum chords with my thumb. 
Another cool thing about fingerpicking is that 
it allows you to achieve simultancous attack on 
several strings when you play certain chords, 
because you can pluck all the notes at exactly the 


same lime as opposed to strumming through 


them, Doing this definitely affects how a chord 
sounds. To hear the difference, first strum the A 
minor chord-shape shown in Figure 1 then pluck 
ail its notes simultaneously. 

Basically, when I play the intro to “Nothing 
Else Matters,” I use my thumb (indicated by a 
p- see Figure 2) to play all the open low E and 
A string notes (downsiemmed notes) and either 
my index (9, middle (m) or ring (a) fingers to 
pluck the rest (upstemmed notes). As you can 
see, all the upstemmed notes happen to fall on 
the G, Band high E strings. So, if you wanted to 
get real anal about it, you could pick all G string 
notes with your index finger, all B string notes 
with your middle finger and all high E string 
notes with your ring finger. Or, you could just do 
what most rock players do and go with whatever 
feels the most natural to you—as long as it 
works, who gives a damn! 

Tf you're not used to fingerpicking, the repeated 
motif that opens the song (Bar 1) is a great startin; 
exercise because it only uses open string note: 
This means you can concentrate on your right 
band without having to worry about fretting any 
notes! Once you've got this down, you're ready for 
the rest of the piece. Don't be afraid to learn it by 
playing real slowly—one bar at a time, if neces- 
sary. If this style is new to you, it might take a 
while, so hang in there and remember: playing gui 
tar isn't a race—it’s supposed to be fun! Li 


4-46 ci) ae Der es 
Wr arm £u 
xox ==: ES = 
EE E 
E 
vM ET 
= = 
osi E: 
a 
m mi 
gee E = 
tT EL 
7 Cele 


GUITAR LEGENDS 101 


A LESSON WITH KIRK HAMMET 


From Kirk’s Guitar World Column, “The Sound And The Fury” 


. . «Ant 
Answers For All! 


Answers to questions 
asked in your letters 


Dear Kirk, 
Your columns have helped my playing a lot, 
especially the one about phrasing. If you have 
any other litle hints and tips that can help me 
spice up the runs and licks I already know, Td 
really appreciate it, and so would all my jamming 
friends! Thanks in anticipation and keep up the 
good work. 

Jason Armstrong, 

Denver, CO 


THANKS FOR THE comments, Jason. It’s 
always great to hear that some of the ideas P've 
been throwing out there In my column have been 
sticking. Regarding your question, a relatively 
easy way to “spice up” your lead work is by 
using a technique called string raking. As you're 
about to discover, this simple technique is kind 
of like percussive sweep picking, Figure 1 
depicts a real easy C minor blues lick that begins 
witha string rake. As you can see, all you have to. 
do is this: mute the D and G strings by lightly 
resting your left-hand index finger on them then 
quickly rake your pick across them using a si 
gle, smooth downstroke that ends with the half- 
step bend at the 10th fret on the B string. Raking 
ihe muted D and G strings like this definitely 
adds extra emotion, attitude and emphasis to the 
initial string bend. 

Figure 2 is an E minor lick that also starts with 
a string rake, but this time across the D, Gand B. 
strings. Because your left-hand index fingers are 
being used to fret the first note of this run, you'll 
need to mute the D, G and B strings with either 
your middle or ring finger or both. 

Lalso do a lot of upstroke raking when Pm 
soloing. I guess T got into doing this by listening 
to Ritchie Blackmore, who does it all the time. 
Figure 3 is an E minor lick that uses upstroke 
string rakes. Once again, I use my index finger to. 
mute the raked strings if it isn't being used to fret 
other notes. If it is, I use either my middle or ring 
finger for muting. 

Ifyou want, you can actually sound the note or 
notes you rake to create a different feel altogeth- 
er. As longas you're playing within the blues box 
you're safe! Figures 4 and 5are A minor exam- 
ples of what I’m talking about here. One of the 
coolest things you can do to add bite to a solo is 
bend certain notes—just a little bit so you're 
right in between two notes. Figure 6 is an exam- 
ple of this in an A minor run. As you can see, the 
second to last note you play, the C at the Sth fret 
on the G string, is bent up a quarter step so that 
it sits right in between C and C#. Great blues 
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Frank Forcino 


players do this type of thing all the time: Stevie 
Ray Vaughan was especially good at it; he even 
add a quarter tone bend to notes he'd already bent 
up by one or even two steps! Experiment with 
this idea because it’s a coo! fitile trick that can 
add a nice bluesy tension to your solos. 


Hey Kirk, 
Your column rules! I was lucky enough to see 
Metallica twice last summer, and 1 loved the wild 
whammy bar work you were doing. Why don’t 
you do that sort of stuff on your albums? 
Garrett Dawson, 
Kent, WA 


PM A SELF-CONFESSED musical masturba- 
tor when it comes to using the whammy bar! 
That's one vice I have: I love my bar and I use It 
all to hell on stage. I dig making huge bulging 
farting effects and basically any sort of weird 
noise. I think my favorite whammy noise is when 
you depress itso low that the strings are just flop- 
ping against the pickups and shaking. That 
Jower-than-low stuff sounds so heavy to me; it's 
like The Melvins! 

Having said this, I pretty much restrict all that 
sort of stuff to my live playing because nobody in 
the band wants to waste expensive studio tape on 
my wild whammy bar excursions! But on the live 
album [Live Shit: Binge & Purge] there arc a few 
spots where lm pretty much just doing push-ups 
on the damned thing! = 


FIGURE 1 
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V = upstroke rake 
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A LESSON WITH KIRK HAMMETT 


From Kirk's Guitar World Column, "The Sound And The Fury" 


m 
Answers For All! 


Sliding to new 
places on the neck 


DEAR KIRK, 
1 read your column every month, and I've 
learned a bunch of really great things from it; the 
lessons yon did on siring skipping, wide stretch- 
es and rut busting really kicked my butt into 
overdrive! Speaking of rut busting—I desperate- 
ly need some help digging out of the hole I'm 
stuck in right now. I’ve been playing for about 
three years, and my trouble is I keep using two 
basic box patterns for my leads and I can’t seem 
to get out of them. lvo seen you play live, and 
you manage to use the whole neck when you 
solo, without pausing and without leaving any 
big gaps when you move around. I'd really like to 
be able do the same. Please help me! 

Jack Nichols 

Trenton, NJ 


ITSOUNDS TO me like you need to get into fin- 
ger sliding, Jack. This is great way of using the 
whole neck seamlessly. A really good cxample of 
what I'm talking about is shown in Figure 1, a 
cool-sounding E minor-pentatonic (E, G. A. B, D) 
run similar to one Ace Frehley plays in the middle 
of “Love Gun.” As you can see, this run covers a 
lot of fretboard ground. It startsat the 10th fret on 
the low E string and finishes up at the 22nd fret on 
the high E string. And, as you can hear, there are 
no pauses or gaps—the run just flows smoothly 
from start to finish. And all it takes to do this is 
three simple finger slides up the neck. 

You can obviously do the same thing by slid- 
ing down the neck {iowards the nut] too. Figure 
2 is an E minor run that employs this approach. 

Pye heard people say they always slide up the 
neck with their ring finger or pinkie and down 
with their index finger. 1 avoid that because it 
locks you into certain fretboard positions and, 
as you've already found out, sometimes that's 
how a rut starts! That's why I try to use all my 
fingers for sliding. 


For example, let's say you're playing in E 
minor and you start in the 12th position. A real 
common slide from here is up the.G string from 
the 14th to the 16th fret with your middle finger 
just like at the end of bar 2 in Figure 1. Doing 
this takes you from one well-worn E blues box 
(Figure 3) straight into another (Figure 4). So, 
instead of retreading old ground—remember, 
familiarity breeds contempt!—try sliding up the 
G string from the 12th to the 16th fret with your 
index finger as shown in Figure 5. Doing this 
forces you to explore a new area of the neck, 


opens up to you is depicted in the run in Figure 
6.And you don’thaye to stop there either. You can. 
use another slide to move smoothly into different 
arcas of the neck. Figure 7 is an E minor run that 
illustrates what I’m talking about here. The new 
blues box we move into is shown in Figure 8. 
Speaking of sliding with all your fingers. have 
you ever watched Primus’ Larry Lalonde play 
real closely? He slides with his little finger all 
the time—Tve never seen anyone else slide with 
his pinkie. Incidentby, if you don't use your 
pinkie I recommend you start—it’s there, so why 


The elongated blues box this particular slide not use it. = 
FIGURE: 
sie E 
1 im om 
Ei nn m wu 
== — men 8 8 
m 3 
EF 
E SS er 
B TER 
um s Fis 1s PO ao 4 mA v a2 a 


== 
u = m ^ 
e > == ER 
EE = > z 1 
zs 
B 
FIGURE 3 FIGURE 4 FIGURE 6 FIGURE 8. 
$99 2 ir 15fr I]16fr wr lotr 
"elt 
% 1 ? ES 
FIGURES meurez 


GUITAR LEGENDS 103 


METAL MILITIA 

Fene page 15 

Satan Em not into it. Its silly. I see people our 
there trying to be so macho and heavy and I 
think, "You've got to be kidding. Yon can't aetn- 
ally try to push this on an audience and expect 
them to believe it. But people get away with it. I 
feel if you can't take the band seriously, then you 
can't take the music seriously. For a group like 
that to sing about the crisis in Central 
America...Come on, it would never work.” 

On the other hand, Metallica’s lyrics—penned 
by Hetfield- do work. Their themes of nuclear 
destruction, censorship and McCarthyism are 
frequently bleak and the images graphically 
stark, but it’s obvious that its not just for shock 
value. The band insists on having a lyric sheet on 
the inner sleeve of its albums so that its audience 
gets the message. 

“With heavy music you should have heavy 
lyrics” Hammett says. "Not just, “Hey baby, lets 
drink a lot and puke on cach other all night!” 
“One” is one of my favorite songs on ...And 
Justice For All, | thought we captured the entire 
mood and the chain of events told in the book.” 

The book Hammett is referring to is not some 
gothic thriller by H.P. Lovecraft, but rather Dalton 
Trumbo's classic anti-war story, Johnny Got His 
Gun, Closer to home, the song “The Shortest 
Straw” is about McCarthyism and blacklisting, a 
subject that Metallica has personal experience 
with after being placed on the PMRC (Parents’ 
Music Resource Center) hit list. 

“Something like [McCarthyism] almost hap- 
pened with the PMRC? says Hammett. “If 
Tipper Gore’s husband /Al Gore] hadn't been 
running for president, I think it would have got- 
ten a lot worse. They had a picture of us in her 
book and the caption was, ‘This band promotes 
alcohol. Tt was pretty Funny, actually. 
As Hammett speaks, MTV flickers from a 
silent TV nearby, and he stares blankly at the 
sight ofa popular glam band prancing around the 
stage, all flash and makeup. 

“For a band that doesn’t play very well, they 
sure do have a lot of guitars;" he mutters, 

Like his bandmates, Kirk Hammett doesn't 
believe in setting himself up on a pedestal, 
removed from the fans. Their following has been 
built by word of mouth, not hype or MTV or 
tadio play. There was some discussion before 
Justice was completed about recording shorter 
songs—the shortest song on Master of Puppets 
is over five minutes, while others are over eight 
minutes long—but the ultimate decision was to 
go with what they like. Demographically. says 
Kirk, “People who listen to the radio probably 
aren't our type of crowd” 

Similarly, jumping on bandwagons or follow- 
ing trends is simply not the Metallica way. After 
some persistent probing, Hammett admits that he 
docs have some classical influences, but he 
doesn’t like talking about them. 

“Everyone says, ‘Oh, I'm a heavy metal gui- 
tarist, but I'm classically influenced” he groans. 
“It’s so trendy that hate to talk about it. But one 
of my favorite all-time albums is Christopher 
Parkening Plays Bach. 1 love that. I went to see 
him with some friends seven months ago, and he 
was brilliant.” 

But is Kirk Hammett as brilliant in his chosen 
field? Its hard to say just yet. There's no doubt 
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that the technical prowess is there; but as he him- 
self concludes, that's not all there is to it. 

“Irs weird” he says, somewhat wearily. “I've 
found that. with all this study of technique, when 
you get right down to it, you throw all that out the 
window and go with what works best. I believe 
you have to have technique, but it's also good to 
detach yourself from all of it and go with what 
feels good. Just because you know umpteen bil- 
lion scales, it doesn’t mean you have io use them 
all ina solo.” 

It's just such an awareness that filters out the 
technicians from the artists, and Kirk Hammett 
seems to have the humility and love of his instru- 
ment to propel him into genuine superstardom, 
He's only 25, so who knows? = 


BLACK POWER 

from page 28 

me of some of the more progressive music on 
«Justice. The rhythm parts jumped from aI chord 
to a BV chord—from E to Bb—which always 
presents a problem. I was stumped at first, but 
after a while I just started singing various lines 
and adapting my vocal melodies for the guitar. I 
discovered that singing breaks down a lot of 
imaginary boundaries, and disrupts that tenden- 
cy to gravitate towards familiar scales and finger 
patterns on the guitar. 

GW: Does the band offer much input regarding. 
‘your guitar solos? 

HAMMETT: Sometimes | need an objective opin- 
jon, and it’s good to ask the guys. But you know, 
Til only change so much /laughs]. They'll make 
suggestions, but they never tell me what to play. 
It's more like, “I'm going to play what I think 
feels good, and if you don't like it, you tell me, 
and maybe I'll change it^ We had a really big 
argument about a certain guitar solo. I said, “No, 
this is the way I want it to turn out!” And that’s 
tho way we kept it. But it's good to have an 
objective opinion around, because it can lead to. 
other areas and directions you didn’t consider in 
the first place. 

GW: For example? 

HAMMETT: The solo that really comesto mind is 
the one in “The God That Failed.” I had this 
whole thing worked out, and Bob said, “I don’t 
know if that's going to make it try something 
like this.” And he half sang, half mumbled some- 
thing. The only things really audible were the 
first three out of the eight or nine notes he was 
trying to sing. So I tock those three notes and 
came up with a phrase that actually worked very 
well. Between his singing and my interpretation. 
we mapped out a solo that was a lot different 
from my original i 
Gw: James, why is it that you don’t play any 
solos? 

HETFIELD: T can’t play leads. I can do really cool 
harmony shit, and on slow songs I can do bendy, 
feely-type shit, but my strength is in writing riffs. 
I just have a better feel for rhythm. Pl] never be 
able to play fast like Kirk. I don't even try, "canse 
he’s the man. He's using a lot of wah-wah lately, 
which everyone in the band really loves. 

GW: Kirk, your use of the wah-wah pedal has 
almost become your signature. 

HAMMETT: There's something about a wah pedal 
that really gets my gut going! People will proba- 
bly say, He's just hiding behind the wah.” But 
that isn’t the case. Its just that those frequencies 


really bring out a lot of aggression in my 
approach. Much of my playing is rhythmic and 
choppy; Luse a lot of double stops. The wah just 
‘accents all those stops and chops and brings out 
the rhythmic aspect that much more. 

The only problem I’ve had with my Vox wah is 
its tendency to move around on the floor. So now 
it sits on a rubber mat that says in big letters, 
"Kirk's Wah-Wah Rug.” /laughs] 

Gw: Your solos on this album seem much more 
fluid than those you played in the past. What's 
your secret? 

HAMMETT: We toured for a year and a half 
before we recorded this album, and that really 
helped my playing a lot. | also started listening to. 
different kinds of music, which helped broaden 
my perspective. For example, I've been experi- 
menting with slide guitar. 

1also discovered a new recording process that 
really works for me. On Metallica, recorded six 
of seven different guitar solos for almost every 
song, took the best aspects of each solo, mapped 
out a master solo and made a composite. Then I 
learned how to play the composite solo, tight- 
ened it up and replayed it for the final version. 
The only bad thing about that process is that it 
led to a lot of arguments, 

GW: Didn't being in the studio for so long drive 
you crazy? 

HETFIELD: Yes, it did! /laughs] Very much so. I 
don't remember doing anything else: T don’t 
remember not living in the studio. Pm itching for 
people to hear this album because I’m sick of 
hearing it myself. That's the ultimate feeling— 
when someone hears your shit and says, "That's 
good!” And I go, “I know, but it's good to hear 
you say it!” = 


GARAGE DAYS 

from page 37 

had planned the whole thing perfecily: Kirk 
arrived a few hours after Mustaine’s departure. 

At two a.m. the next morning, at New York's 
Music Building, the “Kirk Era” Metallica held 
their first fateful jam, The three Metalliveterans 
were pleasantly surprised to see that Kirk not 
only knew their entire repertoire, but that his 
knowledge of comic book and horror movie lore 
was exceptional. 

Kirks first gig with Metallica was on April 16, 
1983, in Dover, New Jersey. The band worked out 
the rest of the Mustaine-to-Hammett bugs during 
April and May, at shows in Massachussetts, New 
Jersey and New York in support of The Rods, 
Venom, and Motörhead, respectively. Metallica 
then headed to Barrett Alley studios in Rochester, 
New York, where they recorded their debut 
album, Kill “Em All, between May 10 and 27, 
1983. Some called the music thrash, while others 
preferred the term “power metal.” Whatever the 
label, Metallica's unique hybrid of sounds creat- 
ed a whole new genre. 

Platinum albums, a tragedy that led to a key 
personnel change, and massive tours mark their 
more recent history. The band's 1990 Damaged 
Justice tour was a blur of globe-hopping that cul- 
minated in Metallica's complete and utter domi- 
nance of the international heavy metal scene. 


KJ. Doughton, one of the world’s foremost 
experts on Meiallica, is the author of Metallica 
Unbound: The Unofficial Story (Warner Books). 
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forais weh this new approach. 

HAMMETE Absolutely. We were very comfort- 
able wat Mite The Lightning, Master of Puppets 
and Kill Em All. But we were slightly uncom- 
fortable with And Justice For All. 1 think we 
were chasing our tails a bit back then. Now we're 
well and maty back on the right track. 

(GW: Has this new outlook of yours affected the 
way you practice the instrument? 
HAMMETT: Yes it has. Ino longer look at the gui- 
tar neck as a bunch of pattems and scales. As a 
result I find myself playing more off-the-cuff. 
When we started preparing for this tour, we 
began rehearsing songs that I hadn't played for a 
while and Pd completely forgotten the guitar 
solos! But instead of going back and relearning 
them. I decided to just play something different 
every night, which makes it a lot more exciting 
for me because I'm not stuck in any ruts—I can't. 
walk out on stage and play the same “safe” gui- 
tar solo at every show. I'd rather be able to play 
however I feel. Obviously, some nights it might 
not be as good as others, but when I really pull it 
off and actually express what I want, it’s much 
more rewarding. 

GW: So you're not one of those guys who thinks 
it's important to duplicate recorded solos because 
that's what the audience expects to hear? 
HAMMETE Well, despite what I've just said, I 
actually do think that way! There are certain 
things people simply want to hear. With the new 
material, I pretty much stick to whats on the 
album. Over the course of the tour, things will 
evolve and I'll change a note here and a phrase 
there. It’s mostly on the older material that I'm 
just playing off-the-cuff. There are a few things 
in the new stuff where, when we play live, I can't 
remember how I played in the studio—the sco- 
ond solo in “Wherever I May Roam,” for exam- 
ple. But I know the key bits and then I improvise 
around them. 

This approach has made a huge difference for 
me, because no two gigs are the same. The same 
applics to my open guitar solo; I haven't really 
stuck to any format apart from the two ensemble 
pieces I play—"Funeral Dance For a Mari > 
the Metallica arrangement of the Alfred 
Hitchcock movie theme, and “Mistreated” 

GW: | really enjoyed hearing your version of that. 
Llove Deep Purple's original, too. 

sshhh! No one knows what it is! 
[laughs] It’s amazing, I guess a lot of kids who 
hear me play it think it's something of mine. I 
wish! The live version Blackmore does on 
Deep Purple's Made In Europe album is partic- 
ularly incredible. 

Anyhow, getting from A to B in the open solo is 
different for me every night. The frustrating thing 
is that I always sit down in the dressing room 
before the gig and say, “Okay, I’m gonna play this 
lick and this lick and this lick.” But itnever works 
out like that. Its different every single night, and 
it bugs me! [laughs] | know that eventually it'll 
take shape, just like it has on past tours. 

GW: Though you maintain that you've opted to 
retire from the “technical guitar playing race.” Id 
say that, from watching you play tonight, its 
clear that you still enjoy blazing out the odd 
lightning fast Tick. 

HAMMETT: Absolutely. The difference is that I 


tend to use speed as a texture nowadays. 
Knowing when to play fast and when to play 
slow, and being able to mix it up, makes all the 
difference in the world. There are certain guitar 
players who arc basically one-speeded, and their 
playing sounds flat and one-dimensional. Its 
good to strive to be three-dimensional, so that 
what you play has a lot of ups and downs, dips 
and so forth. 

GW: Who, in your opinion, are masters of this 
sort of three-dimensional playing? 

HAMMETT: Jimi Hendrix, Jimmy Page and Joe 
Satriani. Joe is the master—when I first met him 
that’s the one thing that just completely took me 
aback. I remember thinking to myself, “God, this 
guy is the best guitar player I’ve ever seen? 1 
knew that one day he was going to be at the top, 
and when he finally got there I was incredibly 
happy for him. 

GW: What would your advice be to a young 
soloist with regard to attaining “chops” but not 
relying on them too heavily? 

HAMMETT: Learn as much as you can, but when 
it comes down to the moment throw it all out the 
window and play from inside yourself. 1 think 
that playing what you feel at the moment is real- 
ly important, It doesn’t matter if you know a bil- 
lion scales or just two; trying to capture that 
emotion and putting it across is the name of the 
game. As far as lm concerned, if you manage to 
channel your feelings through your playing, and 
whoever is listening understands the message, 
you've succeeded as a musician. 

To achieve this goal you've basically got to be 
yourself and try to be more fluid with your feel- 
ings. You shouldn’t always use scales as the 
“middle man” between your heart and your 
hands, because sometimes all that knowledge 
can be a barrier to what you really want to say. If 
you can climinate that “middle man,” and just 
have a constant thought process that flows from 
your head, through your fingers and out your 
amp, that’s the whole battle won right there. 
‘GW: With all you've achieved in terms of chart 
success, critical acclaim and public recognition, 
are their any goals left for you to conquer as a 
guitarist? 

HAMMETT: Hell, yeah! As Iwas telling a friend of 
mine yesterday, I’m still trying to figure it all out! 
[laughs] After all these years, the instrument is 
still amystery tome. | listento all these great play- 
ers and think, “God, they're tapping into somc- 
thing! still haven't found.” And that's my ambition 
tight there—to find that elusive source. = 


HEAVYWEIGHT 
CHAMPS 


from page 49 
“What did we used to sound like?" And we'll put 
an old album on. 

HETFIELD: I like listening to our old stuff. The 
other guys in the band will say things like, “Oh, 
1 cant listen to this song because of such and 
such note I played.” Especially Kirk. I don't do 
that. I’ve completely forgotten about things. 
Either I was drunk or didn’t give a shit. 

GW: You've remarked in the past that Ride the 
Lightning was your favorite Metallica record. 
Has Metallica surpassed it? 

HETFIELD: Yeah, no doubt. I liked Lighting 
because of the muscular sound. The other ones 
were a little thinner—the songs were good, but 


the production could've been better. 

IOMMI: With every album there are certain bits 
you like and certain paris you don’ like. | think 
most of our records were good for the time, but 
you're never satisfied. 

HETFIELD: That's the cool thing, though. If you 
are satisfied, it’s over. You gotta keep going. A 
guitar sound—it's never perfect. = 


MAGIC AND LOSS 
from page 57 

room of a nearby hospital, remembers coming to 
the realization that something was very, very 
wrong. “I remember Bobby lyin’ next to me, as 
they were taking our blood pressure and stuff, 
and saying, ‘Cliff's gone, you know All ofa sud- 
den, the reality of everything hit me. Right then 
I looked above, at the ceiling, and thanked who- 
ever was up there that nobody else had been seri- 
ously hurt, and that it hadn’t turned out even 
worse than it was” 

By afternoon, band and crew had checked 
into a hotel. The dazed group dealt with their 
anxiety in the manner they were most accus- 
tomed to: drinking. James broke two hotel win- 
dows and screamed, venting his rage. John 
remembers that he and Kirk were so shaken up 
that they slept with the lights on in their room 
that night. Two days later Metallica, minus one, 
returned to America, 


AN UNCHARACTERISTIC SILENCE veiled 
the Metallica camp in the days that followed. 
Flowers poured into thc band's fan club headquar- 
ters. Radio stations that had always ignored 
Melallica’s music now broadcast over-the-air con- 
dolences. The Bay Area newspapers were filled 
with downbeat articles announcing the death. The 
music community—artists, road crews. record 
company executives, studio professionals and 
fans—mourned the loss of one of its own 

What was the eccentric, earthy charisma that 
made Cliff Burton so special? Brash and com- 
passionate, twisted, studious and scrupulously 
honest, Cliff cut a presence which few who met 
him ever forgot. Shortly aller the band completed 
their recording sessions for Master of Puppets. 
Harold Oimoen, a Bay Area friend of the bassist, 
conducted a casual interview with Cliff. 
Following are excerpts from that conversation: 
HAROLD OIMOEN: Cliff, what did you think of 
the Day on the Green show. 
CLIFF BURTON: The crowd was real good—real 
big. I guess we did okay. It's hard to tell when 
you're on stage, you know. You don’t really know 
what's going on; you just do it and find out what 
happened later. 
OIMOEN: What about the Donnington show and 
the bottles? 
BURTON: Donnington was a day of targets and 
projectiles, Shit was piling high on the stage, and 
freaks were flipping. They just do that because 
they like to. 
OIMOEN: And the new album? 
BURTON: My favorite song is “Master of 
Puppets.” I think it's the best Metallica song yet 
OIMOEN: How did it go in the studio? 
BURTON: It took too long. The songs were real 
good, but we could have managed our time a bit 
better. 
OIMOEN: What do you have to say about the 
early days? 
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BURTON: lt was fun then, it’s fun now. I think you 
could safely say we've matured musically, if not 
any other way, over the past three years. 
OIMOEN: What was your most memorable show? 
T imagine Day on the Green and New Years Eve 
were especially cool shows because you played 
for massive crowds in your hometown. 

BURTON: You sec, that’s the thing. Different 
shows have different good points. IS really great 
to do a big show in front of the hometown, but 
there were other gigs where things were really, 
really happening. 1 couldn't pinpoint one as 
being my favorite. 

OIMOEN: How about naming your top five 
albums? 

BURTON: Well, let's. just say top five bands 
Everything by Glenn Danzig, which is The 
Misfits or Samhain. All of Thin Lizzy’s stuff. 
The old Black Sabbath stuff. There’s a band 
called R.E.M. that I like a lot, and Acrosmith. 
Who are some of your influences? 
BURTON: My influences have been Geddy Lee 
[Rush], Geezer Butler [Black Sabbath] and [jazz 
bassist] Stanley Clarke. Lemmy [Kilmister, of 
Motörhead] also had an influence because of the 
way he uses distortion. 

OIMOEN: Do you have anything to say to aspir- 
ing musicians? 

BURTON: When I started, 1 decided to devote my 
life to it and not get sidetracked by all the other 
bullshit that life has to offer. = 


BORN AGAIN 


from page 65 
GW: Apparently. Henry Rollins does much the 
same thing when he’s cuiting vocals. He actually 
has to tape the headphones to his head because 
he gets so animated. 

HETFIELD: Fuck headphones, man! We had the 
big fatties [large studio monitors] cranked. 
There’ a little bleed, but fuck it. You've got to go 
for vibe. 

GW: Farlicr you referred to “a lot of changes 
happening in Metallica.” What, besides the 
changes in your rhythm guitar approach—and 
your haircuts -were you referring t0? 
HETFIELD: In general, there's a looser attitude. 
Some new things happened with Jason 
[Newsted, bassist]. In the past, Lars [Ulrich, 
drummer] and 1 had the fucking shackles on 
everybody. This time, if we came into the studio 
and heard Jason laying down some slap bass part 
ona song, wed be like, “What the fuck?... Okay, 
lets count to 10 and hear it in the context of the 
song. We're open-minded here.” It was difficult 
at times. 

I had noticed over the years how frustrated 
Jason was musically and how a lot of the stuff 
he’s written isn't getting onto the records. It also 
used to really bug me that he was jamming with 
all of these other bands [see sidebar]. He'd make 
a demo with some friends, and somehow it 
would end up on the radio and I'd be like, “What 
the fuck are you doing, Jason? This is Metallica! 
You can't do that shit!” Then 1 realized that he 
was doing it because he needs to get his shit out. 
He wants people to hear his stuff. 

HAMMETT: Its a good creative outlet and com- 
pletely healthy for him. And ultimately, what's 
healthy for him is healthy for us. 

HETFIELD: We kept his frustration’ in mind while 
we hashed out the parts he put down on the record. 
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GW: Are there specific things on the “Black 
Album” that you wanted to improve on Load? 
HAMMETT: The one thing that strikes me about 
the “Black Album” when I go back and listen to 
it is that there isn’t enough variation in my tone. 
Ikind of stuck with the same sound, and the only 
variation was a wah pedal here and a wah pedal 
there, or the minimal tonal variation that you get 
from tuning down. 

But you can't really look back. If you do, you 
end up constantly comparing yourself to the past, 
and that has a way of holding you back. You end 
up with a whole catalog of albums that sound 
like one particular album that was successful. 
The idea should be to move forward and try and 
develop a new vision. 

GW: You did, however, keep one important part 
of the “Black Album” formula intact when you 
decided to work with Bob Rock again. How has 
your relationship with him developed? 
HETFIELD: When we started working on the 
“Black Album,” Bob was much more passive 
than he is now. He was afraid to take control. 
Now our relationship goes through phases, 
depending on what needs lo be done. At different 
times, Bob tries to exert a little more authority 
over us. We laugh at him and move on. [laughs] 
HAMMETT: The thing with Bob is that he can 
read us pretty well at this point—he definitely 
knows what we're capable of. I know that on this. 
album Icame in and did a really great job at what 
Thad to do, and a lot of that was the result of him 
zoning on a particular idea that I had and him 
telling me to build on it. Then there have been 
times where I’ve been a bit hungover and not 
happening, and he’s flown off the handle and 
yelled, “Get your shit together!” 

Bat you know what—and I probably should- 
n't say this—there have been times when I've 
come in hungover and been able to play really 
well. And I think that in a few of those situa- 
tions, being hung over has added a certain edge 
to my playing. 

HETFIELD: //aughs/ Oh no! 

HAMMETT: I’m not advocating drinking, and 
this is a highly personal point of view, but there 
has been the occasional session where I’ve 
come in a little hung oyer—not super hung 
over—and it's made me think more and feel a 
little more sensitive... 

HETFIELD: [Cackles] 

HAMMETT....o the needs of the track. 
HETFIELD: Kids, don't try this at home, 
HAMMETT: But getting back to Bob, I think that 
he’s really good at coaching us through things. 
HETFIELD: That's his gig. He's not here to tell us 
what to do, He’s trying to get the best shit he can 
out of us all the time. 

He's also a really solid guitar player with a 
good knöwledge of theory, which can be really 
helpful in a bind. I'll be trying to work out a har- 
mony, and he'll come in and say, “Well A is the 
relative minor of blah blah blah” and since I 
don't know any of that shit, it’s nice to have the 
instruction booklet right next to me. 

HAMMETT: Hes always pulling out the relative 
minor. It's his favorite thing. 

GW: Load has much more of an in-your-face mix 
than Metallica, which had considerable amounts 
of ambiance in the mix. 

HETFIELD: 1 wanted the guitars back in your face 
again. | like the way Kill ‘Em AN (Elektra, 1983] 


just had fucking guitars up yourass and the drums 
were not the leader of the group. 1 think that onthe 
“Black Album,” everyone wanted to be up front. 
But something has to be back there, and it ended 
up being the guitars, which were given a wider, 
thinner sound and pushed back. I think that on this 
album, the drums drive the rhythm instead of lead- 
ing the band, and there are these two guitars play- 
ing different things right up front. 

I had one big fear when we went to the two 
guitar-player thing: “Is the fucking riff still 
going to be heard?” That's always been really 
important in this group. But I think we found a 
nice balance between them, and their level in 
the mix was crucial. 

GW: Were you asked to play Lollapalooza? Or 
did you do the asking? 

HETFIELD: We invented it. 

HAMMETT: We bought it. 

HETFIELD: They asked us. We thought about it 
and said, “All right, why the fuck not?" All it is is 
‘a European style rock festival. We've done festi- 
vals all over the world. 

HAMMETT: it's like the Reading Festival fan 
annual British festival] —except that it moves 
from place to place. We're used to being on dif- 
ferent bills with different people. I mean, we 
played one festival in Belgium where we shared 
the bill with Neil Young, Lenny Kravitz, Sugar, 
Sonic Youth, the Leyelers and the Black Crowes. 
That would never happen in America because 
those bands mean something completely difier- 
ent over here than they do in Europe. 

The whole impetus behind Lollapalooza was 
to do something different and challenging. And I 
think that the bill with us on it is different and 
challenging—more recently, they were stuck in a 
rut where they had to have alternative bands and 
indie bands. 

GW: Is it true that you played an important role 
in selecting the bands for this year’s lineup? 
HAMMETT: We did and we didn’t. A lot of it had 
to do with availability. A lot of bands that we 
wanted were touring on their own. | mean, T 
would haye liked to have Al Green or the 
Coctcau Twins. 

HETFIELD: We're not picking Lollapalooza. 
We're not coming in to take it over, We're just 
gonna play. We don’t really want to have any- 
thing to do with Lollapalooza except play it. 
GW: Arc you looking forward to sceing any of 
the bands that will be on the bill with you. 

a the vibe of Lollapalooza. I've 
been to every single one; I've actually jammed at 
a few, too. When Ministry was out I played with 
them a few times, and I did the same with 
Primus. I've fucking loved Soundgarden since 
1985 or *86. And everyone loves the Ramones. I 
was talking to Johnny Ramone the other day and 
he was saying, “Goddamn it Kirk, Td already be 
retired and playing golf in L.A. if it wasn’t for 
you guys calling us up and asking us to do this 
summer tour” And I said, “Well Johnny, there 
isn’t any better way lo go.” = 
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